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Abstract

This document is intended to describe the directorial process of producing Fool for Love,
by Sam Shepard, from selecting a play, choosing a cast, working with designers and
production staff, to directing. Central to the process is the development of effective
communication between director and staff involved in the production, including how to
rationalize directorial decisions and to succinctly present that information. It is the
director who is responsible for the concept of the show's thematic material to be
encompassed on the stage as a whole. Above all, the playwright and the script are what
should be attended to, and it is the director's responsibility to make sure that she is
always looking back at this original document, taking care that she is doing justice to
what was originally written. Fool for Love, in particular, addresses the pact implicit
between family members. In this text, the pact is, essentially, destructive, and the
characters must ultimately make a conscious choice to remain within the pact or destroy
it. This document explores the relationship between the characters and the director who
brings them to life on the stage. This document also addresses the daily responsibilities
of a director and how these daily routines must combine to create a product faithful to the
text and the audience.
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Introduction

"You 're never going to see the truth. [It's} what you 're shooting for always and you
always miss it. Every once in a while, you catch an edge of it. That's what you hope for, I
think, as an artist."
-Sam Shepard, interview, 2005

Overall, the process of directing Fool for Love was a very emotional journey for
me, one that I knew I needed to take, but it became more than I had anticipated. I chose
this play because it spoke to me. Like Sam Shepard, I have had a very strained
relationship with my father, but unlike Shepard, who deals mainly with his work from a
male perspective, I saw this play through a female perspective. To me it spoke to the
father-daughter relationship as much as it did to the father-son relationship.
Like Shepard, my father's father had left the family when he was very young,
leaving his mother to raise my father, his two older brothers and his twin sister. Their life
was hard. They lived in poverty while my grandmother worked odd jobs as a laundress,
maid, and pianist for the local sheet music store, trying to make ends meet. There was a
very dark side to this life of 1950's latchkey kids. My father and his brothers caused a lot
of trouble in and out of school since there were no consequences to behavior as there
were no parents around for disciplinary action to be taken. Also, I discovered throughout
the course of recent years that there was a good deal of physical and sexual abuse that
existed in the home as well, the extent of which has never been fully revealed to me.
This daily strife may or may not be the same as Shepard's experiences. I have not
recovered any evidence to say what the specifics of his abuses were as such, but it seems
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there are considerable similarities between Sam Shepard's experiences and those of my
father.
Like Shepard, my father spent many years of his life trying to make contact with
his dad. The only memories I have of my grandfather were when we went to visit him in
a nursing home near Kingston, N.Y. He had suffered from so many strokes due to years
of alcoholism and cigarette use that all he could do was shuffle to the couch, reach out his
hand and grunt. A grunt meant he wanted a beer. My father would always attempt to
make some sort of strained emotional contact with him but he would or could have none
of it. There was little that this shell of a man begging for a beer could give to anyone, yet
as I look back with an adult's eyes, I can see my father desperately seeking approval and
love from his father. All the research that I have done on Shepard states that he had a
similar struggle with his fatherly bond and I believe his plays are evidence of his search
for it.
Like my father and Shepard, I was also trying for years to seek paternal approval.
My father became an alcoholic by the age of ten and when I was six years old he was in
an auto accident that almost claimed his life. That accident rescued him from the alcohol
but it did not rescue him from the toxicity of his life. He was still a very verbally abusive
man who would always find a way to downplay any successes or happiness that the three
women in his home, my mother, my sister, and myself, tried to achieve.
The struggle of my life seemed played out on stage for me as I stared at the
character of May, flopping about the stage in a state of emotional turmoil, trying to find
her place between the men in her life. Her complete sacrifices of body and spirit spoke
deeply to me. May wants so hard to love Eddie, and to emotionally connect with the Old
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Man, and yet she knows she has come to a place where she can't do either of those things
without compromising her own emotional integrity further. She knows she needs to stop
the toxic cycle that is taking place in her life, much as I knew I needed to stop the poisons
mmme.
This is why I knew upon reading Fool for Love that this was the play I needed to
direct for my thesis. I knew I could pour my heart and soul into this show. I felt I would
be able to inspire the actress playing May, a character who can seem rather one-sided
upon the page, and help her create a full-blown three-dimensional emotional being on
stage. I also knew I would have to be careful to not focus my attention solely on my one
female actor, and that the males, who are so dominant in the script, would need to be seen
from as unbiased a view by the director. This would require me to try and see things
from my father's perspective and it would also be great therapy for me, something I felt I
was ready to do at this point of my life, and in my career as an artist.
This play took me on an emotional rollercoaster. Rehearsals were strenuous and
long at times. They seemed very heavy and dark. There were moments when it was hard
for me to even enter the rehearsal space since I knew the emotional burden it would place
on me just to deal with this sensitive material.
However, all ofus, my actors and I, got through it. We had some very tense
moments during the rehearsing of the show. At times it felt like a boy's club, my three
male actors against my one female actor. Consequently and reluctantly, I allowed myself
to become involved in their spats hoping to put an end to the problems between them and
instead became entangled in the problem myself. The male actors became very defensive
at times with both the actor playing the character of May and me about such things as
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character choices and blocking. There were times I felt I created that atmosphere and
other times when I felt like it had been created for me by Shepard. Either way, we ended
up temporarily solving these issues enough to make it through to the end of the
production. There were certainly improvements I could have made on my directing. My
actors wanted to do more table work, which we did not do much of during the process.
This was an error on my part. The emotional tensions between the characters in the play
were appropriately dramatic, the physicality between them was also very intense and the
story of the play and character relations did come through, after speaking with audience
members about their experiences, albeit even if it wasn't to my complete satisfaction as a
director.
I invited my father, along with my mother and my sister, to come and see the
production, which they did. My father never understood that these were sections of our
lives together being played for him on stage. He put on a good performance for the
family, hugged me and said I did a good job. Afterwards, he made his usual snide
comments like, "I only fell asleep for half the play, did I miss much?" and other similar
remarks; just enough to downgrade my accomplishments. Much like May, much like
Shepard, even as I walk away from him, my father and his impact on my emotional life
still hits me very hard. Sadly, I am still working to seek his approval, even though I
know I will never get it.
Just a few months after the show closed and I moved back to my mother's home
in Rochester, NY to plan my wedding, we were notified of my father's arrest. He would
not be walking me down the aisle in June. The pain was excruciating for my mother, my
sister, me as well as our extended family and friends. Whilst planning my wedding I also
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took on the role of Power of Attorney for my father. My fiance and I had already
planned on moving to Southern California after our wedding and ironically, that was
where my father had been arrested. It seemed somehow right that I take on this role,
trying for the last time to impress my father.
However, a year later, I decided, after picking up my father from Folsom State
Prison the day after my first wedding anniversary, that being Power of Attorney for my
father was not something I should be doing. A few months after that, having received
more information on his arrest from an unknown source, I concluded that he was indeed
guilty of his crime and I decided to break all ties with him. That was approximately eight
years ago. I have not spoken to him nor had any contact with him since.
I feel it is necessary to have volunteered all this personal information, al be it
reluctantly, so that you may understand my reasoning, not just for directing this
production, but more importantly, why so much time needed to pass before I felt I could
complete what I had started. Now, all these years later, I have started to take control of
my life once again, and to allow myself to have the goals that I once thought I did not
deserve. While therapy sessions and overeating did not help me to come to terms with
my background, weight loss, exercise, and most importantly, deciding to finish this paper
and face my demons have given me the ability to take control of my life and accept that
emotional scars can heal. Shepard was brilliant in the way that he was able to use his
own experience in creating art. I am hopeful that his example will inspire me in my own
future creative work.
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Chapter One

"My father had a really short fuse. He had a really tough life - had to support his
mothers and brothers at a very young age when his dad's farm collapsed. You could see
his suffering, his terrible suffering, living a life that was disappointing and looking for
another one. It was past frustration; it was anger. "
-Sam Shepard, unknown.

Shepard's later plays, considered to be his family dramas, are considered a
reflection of his relationship with his father. Doris Auerbach claims that, overall,
"Shepard's protagonists were sons continually searching for an accepting father. I would
suggest that even more than acceptance from a father, they are searching for a mother
whose nurturance would make the world fruitful again" (Auerbach, 8). Bonnie Marranca
states that the group of family plays, "goes beyond criticizing the moral and physical
disintegration of the American family to an earnest investigation of what it means to be a
member of a family" (Marranca, 16).
Due to Shepard's disdain for publicity about his life, finding resources on the
playwright is challenging. The most noted biographer on Shepard is Don Shewey.
Shewey recognizes that he is lacking in certain information, leaving large gaps in his
writing on Shepard's life. Shewey said that, "An extremely private person, Shepard tries
whenever possible to avoid the press. He has over the years given a number of extensive
and invariably revealing interviews, but even then he usually prefers to talk about his
work and often refuses point-blank to answer questions about his personal life. His plays
tell us quite a bit about his personal history, but as works of fiction they offer clues, not a
road map" (Shewey, 8-9). Shewey attributes this trait of Shepard's to the famous theatre
artist Joseph Chaikin, creator of the Open Theater. Chaikin was noted for having a strong
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sense of values. He did not want his life to be overtaken with the glory of the New York
theatre scene. Instead, he kept his life private so his art would not suffer. Shepard,
according to Shewey, modeled himself after this trait of Chaikin's and continues to be
successful in keeping his private life private.

Shepard's Childhood
"I'll develop my own image. I'm an original man. A one and only. I just need some
help."
Sam Shepard, The Tooth of Crime.
"When you see the way things deteriorate before your very eyes. Everything running
down hill. It's kind of silly to even think about youth.
Sam Shepard, Buried Child
From the references that have been written about Shepard's life up to now, it can be
rightfully inferred that Shepard's childhood was not a very stable one. There was turmoil
in his relationship with his father. Ann C. Hall notices that, in his biography, Shepard
reveals an anecdote about his own response to his image in a mirror.

She says Don

Shewey reported that Shepard, in 1977, would spend many moments looking at himself
in the mirror noticing, "how his right eye was more open than his left."

He would

speculate that, "the good eye came from his mother, the bad eye from his father" (Hall,
95-96).
Sam Shepard was born Samuel Shepard Rogers III on November 5, 1943 in Fort
Sheridan, IL. His father, Samuel Shepard Rogers, Jr. was a farmer and a teacher. He had
been a bombardier pilot in World War II. His mother, Jane Elaine (Schook) Rogers was
also a teacher and was born outside Chicago, IL. The family moved around to different
army bases for the first few years of Shepard's life in the United States. The family spent

time in Guam and finally settled on a ranch in South Pasadena, California (Shewey, 1316).
Growing up a rancher, Shepard still prefers the country life to the city. He tries to
spend as little time in New York City and Los Angeles as he can, even though most of his
creative work is there. He raises horses, and drives his pickup, refusing to fly. Shepard
avoids the press at all turns. He rarely grants interviews or is seen on television. He
says, "I prefer a life that isn't being eaten off of... It's very easy to be fed off of in a
certain way that distorts and actually diminishes you completely, destroys you to the
point where you don't have a life anymore" (Shewey, 5). This is why it is particularly
difficult to obtain bibliographical information about Shepard. He simply hasn't allowed
many sources to be written.
Shepard, nicknamed Steve as a kid so as not to be confused with his father, says that,
m his teen years he remembers himself being an, "arrogant, horrible, asshole kid"
(Shewey, 17). He came from a very strict home; his mother was a teacher and his father
went to night school on the G.I. Bill. Shepard recalls, "He was very strict, my father, very
aware of the need for discipline, so-called, very into studying and all that kind of stuff. I
couldn't stand it - the whole thing of writing in notebooks, it was really like being jailed"
(17). Shepard was resistant to organized religion as well. His parents were Episcopalian
and he hated the idea of, "listening to a lot of people mumbling, and outside the sun is
shining" (17). When he was around ten years old, Shepard let his troublesome nature get
the best of him. He and two other boys, brothers, skipped school and stole bikes to ride
around the nearby gulch where kids would hang out. The police picked up the boys, but
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Shepard's mother got him from the jail before his father could find out about it, so he
wouldn't get in trouble from his father (17-18).
Shepard recalls, "My father had a real short fuse. He had a really rough life - had to
support his mother and brother at a very young age when his dad's farm collapsed. You
could see his suffering, his terrible suffering, living a life that was disappointing and
looking for another one. It was past frustration; it was anger. My father was full of
terrifying anger" (Shewey, 18). Shepard's sister, Roxanne, recalls Shepard's and their
father's relationship, "It was always hit and miss. There was always a kind of facing off
between them, and it was Sam who got the bad end of that. It was Dad who always set
up if it was on or off. Dad was a tricky character. Because he was a charismatic guy
when he wanted to be - warm, loving, kind of a hoot to be around. And the other side
was like a snapping turtle. With him and Sam it was that male thing. You put two virile
men in a room and they're going to test each other. It's like two pit bulls" (18). The
home was a tumultuous place, full of unexpected rage mixed with joy, leaving some very
confusing emotional signals felt by everyone who lived with Sam Rogers. Many sources
state that this home-life has been reflected in Shepard's plays, especially his family plays
that seem to shine a glimpse of light on his private past.
In high school, Shepard moved from South Pasadena to Duarte, California to an
avocado ranch where the family also raised livestock.

Though he had to leave his

friends, he had a real knack for agriculture and farming. He was responsible for caring
for the animals as well as irrigating the avocado trees. This would become the setting for
his play, Curse of the Starving Class. His plays The Unseen Hand and The Tooth of
Crime are also heavily influenced by his new home (Shewey 19-20).
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Shepard wasn't always considered the "bad kid" growing up. Like any other kid,
he was a mix of good and bad. He was on his high school's track team, breaking the
league record in the 220-yard event. Yet, he stole an Austin Healey. Together with his
friend, they drove to Mexico, acquired fake ID' s, and later got drunk. Nevertheless, he
was a hard worker, employed for two summers at a horse ranch in Chino (Shewey 21)
which explains his passion for horses. Shepard was also a member of the Future Farmers
of America and the 4-H Club. He was a hot walker at the Santa Anita Race Track, a
sheepshearer, a herdsman, and an orange picker (21).
Like the characters in his work suggest, Shepard did not shy away from women.
He used many of his farming excursions as opportunities for rolls in the hay with many a
young lady. Once, on the way to his grandparent's home in Illinois, he and a young girl
found an empty stateroom on a train and had sex all the way from Los Angeles to Great
Salt Lake Desert, where her father was waiting for her (Shewey 21-22). This freedom
toward sexual encounters and a drive for the opposite sex and the relationships that
surround them also strongly resonates in his works, just as, if not more strongly, than his
need to explore such thematic material as the Wild West. Shepard used this sexual drive
as well as exploratory nature to create the works associated with him: True West, Buried
Child, Curse of the Starving Class, and Fool for Love. These two worlds of sexual

exploration and the American literary ideal of Western exploration are what have created
a unique combination in Shepard's works.
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Shepard the Artist

"You can't make a living as a playwright, you can barely scrape by."
-Sam Shepard, unknown.

Upon graduation from high school, Shepard decided to attend Mount San Antonio
College in Walnut, CA thinking of becoming a veterinarian. There he started acting in
campus productions. His first show was Mary Chase's Harvey and then Thornton
Wilder's The Skin of Our Teeth. For that production, he recruited his high school friend
and future roommate Charles Mingus, Jr. to occupy one of the parts. He started writing
at Mount San Antonio College as well. He wrote his first play for the school paper
MoSAiC. But Shepard attributes his real introduction to the world of theatre to a beatnik

in long hair and sandals that he met at a party in college. This person, "sort of shuffled
over to me and threw this book on my lap and said, 'Why don't you dig this,' you know.
I started reading this play he gave me, and it was like nothing I'd ever read before - it
was Waiting for Godot. And I thought, 'What's this guy talking about, what is this?'
And I read it with a very keen interest, but I didn't know anything about what it was. I
didn't really have any references for the theater, except for the few plays that I'd acted
in" (Shewey 22-23). After this point, Shepard was overcome with the "bug." He fell in
love with Beckett's absurdist theatre and wanted to become an actor.
Shepard auditioned for the Bishop's Company Repertory Players and toured
churches from Pennsylvania to New England for eight months. Being part of a touring
company, he learned about everything in theatre, from setting lights to striking a set. He
said "It really gave you a sense of the makeshift quality of theater and the possibilities of
doing it everywhere. That's what turned me on most of all. I realized suddenly that
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anyone can make theater. You don't need to be affiliated with anybody. You can just
make it with a bunch of people. That's still what I like about it" (Shewey, 23-24).
While on the road with the Bishop's Company, Shepard changed his name from
Steve Rogers to Sam Shepard. He had a new spirit that gave way to the temptation of the
city (Shewey, 24-25). Eventually, in 1963, he hopped a bus and made his way to New
York City. Shepard shared an apartment in Spanish Harlem with his old high school
classmate, Charles Mingus, Jr. Mingus, who found Shepard a job busing tables at the
Village Gate, also introduced Shepard to a new way of looking at the world, away from
the "Mother, God, and Country" Beach Boys lifestyle he knew in California, to a world
intermingled with new sociopolitical ideas and drugs, with Mingus at the helm (Shewey,
29-30). According to Shewey, "If it could be smoked, sniffed or swallowed, Shepard and
Mingus tried it once. If they liked it, they did it again. 'I never shot up,' said Shepard,
'but I mean I used everything on the street.' Another playground was sexual. 'I rode
everything with hair,' he said. 'Charles had this knack of picking up these amazingly
straight women - stewardesses and secretaries ... And there were cockroaches all over the
place. But these women would show up .. .It was wild. I couldn't believe it"' (Shewey
30).
Both Shepard and Mingus fit right in with their new surroundings. In the East
Village, they were in the heart of the New Bohemian lifestyle that was popping up around
them. They were amidst others like themselves, struggling artists trying to squeak out a
living in a city of millions. As Southern California boys, they were fond of their cowboy
ways, and New York was in the midst of eating up that lifestyle. The hippest fashion for
struggling artists in the New Bohemia was cowboy gear: Western-style shirts, Levi's,
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cowboy boots, leather jackets, spurs, and to "New York" the look, sunglasses. Shepard
and Mingus were known for actually playing cowboys throughout the streets, subways,
and parks of New York City. The two artists reveled in this new lifestyle; they had
become the two newest urban New York cowboys (Shewey, 30-31).
Shepard explored playwriting and other methods of artistry while busing tables at
the Village Gate. He had learned how to drum from his father, but Dannie Richmond, the
drummer from Mingus' father's band, lived with Shepard and Mingus for a while on
Avenue C and helped to broaden Shepard's skills. Shepard also tried writing poetry,
influenced greatly by beat poets Jack Kerouac and Lawrence Ferlinghetti, but never
found himself to be very skilled at it. That's when Shepard started writing plays. He had
been to see a few in New York, like Edward Albee's The Zoo Story, which he makes
reference to in Fool for Love, but he seemed to enjoy writing plays more than watching
them (Shewey, 31-32).
When the Village Gate's head waiter, Ralph Cook, was lucky enough to be given
use of St. Mark's Church In-the-Bowery, Cook decided to convert it into a theatre, and
the Theater Genesis was conceived. Shepard was given the opportunity to produce his
newest play, Cowboys. It opened October 10, 1964 as the second production of the
Theater Genesis. This was the first time that Shepard used his new name. From now on
he would be known as Sam Shepard. The critics were not kind about the play itself,
calling it a conglomeration of The Zoo Story, Waiting for Godot and Of Mice and Men.
The original script was eventually lost, and Shepard rewrote it three years later and
named this next version Cowboys #2. The significance of this first professional script is
that Shepard's overlying themes and techniques of this play would recur throughout his
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future works: the central relationship between two men, cowboys versus Indians, the use
of different voices, direct address to the audience, and, the celebration of breakfast
(Shewey 33-34).

Cowboy was double-billed with another play, The Rock Garden, that was even
more extreme in both its passive action and its violent language. It caused quite an
uproar, especially because the plays were being performed in a church. The rector of St.
Mark's, Michael Allen defended the play in this statement: "I believe this whole
generation of young people is saying to us in effect, 'Look, you use beautiful words and
do ugly things; we'll take ugly words and make beauty out of them"' (Shewey, 34).
Between this publicized defense of Shepard's first professional works and a positive
review by Michael Smith of the Village Voice, Shepard was now on the map as a
playwright. Smith wrote, "The plays are difficult to categorize, and I'm not sure it would
be valuable to try. Shepard is still feeling his way, working with an intuitive approach to
language and dramatic structure and moving into an area between ritual and naturalism,
where character transcends psychology, fantasy breaks down literalism, and the patterns
of ordinariness have their own lives. His is a gestalt theater which evokes the existence
behind behavior. Shepard clearly is aware of previous work in this mode, mostly by
Europeans, but his voice is distinctly American and his own" (35). Shepard himself
states that he was ready to, "pack it in and go back to California. Then Michael Smith
from The Village Voice came up with this rave review, and people started coming to see
it" (Shewey, 35). After this, Shepard wrote almost constantly and started turning out
plays like a machine. He was inspired and this would propel him into the artists' world
he been sitting on the edge of for so long.
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The Nostalgia of the O Id West

"I like cars. I like travel. I like the idea ofpeople breaking down and I'm the only one
who can help get them on the road again. It would be like being a magician. Just open
up the hood and cast your magic spell."
Sam Shepard, Curse of the Starving Class.
Whilst playing cowboys with Charles Mingus, Jr. along the streets of New York, it is
plainly visible that Shepard was influenced by the culture of the Old West from the ranch
where he lived as a boy. This, in tum, influenced the culture of his plays. Doris
Auerbach states, "The theme to which Shepard returns again and again in his plays is the
betrayal of the American dream that promised fulfillment and nourishment for all. The
land that no longer bears fruit and the hunger that cannot be stilled cry out to us from
Shepard's stage," (Auerbach, 7).
Doris Auerbach writes in her book, Sam Shepard, Arthur Kopit, and the OffBroadway Theater, that Shepard writes about a current America, one that is living off the
fantasies of the Old West, promising a better, more fruitful life for all. Auerbach writes,
"Sam Shepard's subject is simply this-America. The America about us, the American
dream that has been betrayed, the American hero whose quest has become perverted, the
American land which has become unproductive, sterile, and the American family which
no longer nurtures its children - these are Shepard's themes" (Auerbach, 1). Ironically,
the further distance Shepard traveled from his home in California, the more he attached
himself to it through his writing. In his own way, Shepard could romanticize about the
myth of the Old West while simultaneously condemning the country's current politics.
As Bonnie Marranca states in her essay, Alphabetical Shepard: The Play of Words, "Side
by side with Shepard's glorification of the frontier ethic, and its concomitant
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isolationism, oppressive views of women, retreat from group concerns, is his sixties-style
radical politics with its dread of the 'system,' it's pastoral ideals, and persistent criticism
of the American way of life" (Marranca, 22). For instance, in Shepard's play True West,
Shepard is able to show the strength of the romantic call of the Old West while
expressing his disdain for the unconventional lifestyle of the Modem West. Brothers,
Lee and Austin are both in love with the ideal of cowboy thievery, and steal television
sets and toasters from local houses. Meanwhile, they seek out the modem world of
commercial development. Both brothers try to "make it" as successful screen writers. In
the end, neither one becomes prolific at either occupation. Here lies Shepard's irony.
Shepard has an ability to write about the strength of men against nature at the same
time as he exposes the weakness of men. Shepard uses the emotional struggle between
men to show their weakness. For instance, in the play True West, the two main
characters, brothers Austin and Lee, struggle over their identities. Austin pitches his
story idea for a Western to a producer, while Lee, a thief and drifter who's come home to
mooch off their mother, interjects and pitches his idea for a Western in order to steal the
spotlight from his brother. The producer ends up choosing Lee's idea and the two
brothers change roles. Lee becomes a horrible writer while Austin becomes a horrible
thief, stealing only toasters. Both men become weaker characters as they exchange
identities. Neither can succeed in the other's occupation, yet both will drown themselves
in their attempt. Shepard is illustrating to us how men in the Modem West may be
tempted to choose the wrong path for their lives in order to prove themselves. Just as in
the Old West, cowboys were always living risky. Sometimes cowboys would meet with
success and often they would live with failure. Shepard compares the men of the Old
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West living with risks of a wild environment to men of the Modem West, who thrive to
create the wilderness for themselves in a commercially overpopulated environment, often
leading to failure.
Don Shewey states that Shepard has many good son/bad son motifs in his plays from
the "androgynes" in Cowboy Mouth to the rock-n-rollers in The Tooth of Crime to the
family of Buried Child. Shewey states, "His contemporary Cains and Abels struggle to
integrate contrasting images of masculinity: the idealized W estem movie hero and the
disappointingly average (or even lousy) all-American dad. The quest for the 'true West'
has a lot to do with what it means to be a real man in today's world. Austin faces this
challenge as a suburban husband-father and aspiring screenwriter - a tamed Wild
Westerner. Lee is a wilder creature, a degenerate cowboy with a bulldog instead of a
bronco" (Shewey, 132). These characters that Shepard creates can reflect upon the man
of today who seeks the untamed West as a vessel to success, but Shepard shows, by these
characters, how this so often leads these men to failure.

The Family Plays
"I keep comin' down here thinkin' it's the Fifties or some thin '. I keep finding myself
getting off the freeway at familiar landmarks that turn out to be unfamiliar. On the way
to appointments. Wandering down streets I thought I recognized that turned out to be
replicas of streets I remember. Streets I misremember. Streets I can't tell if I lived on or
saw in a postcard."
Sam Shepard, True West
In order to fully understand Shepard and how his characters are used to tell the story
of his plays, it is necessary to understand the playwright and how to infer his use of his
own life experiences with his family, specifically with his father, when writing his plays.
Shewey states, "When True West was first published in a paperback anthology called
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Seven Plays, the dedication read, 'for my father, Sam" (Shewey, 132). Shepard admits

that he uses segments of his own life to enhance the stories and characters of his plays,
hopefully without a documentary flair. Shepard said, "I never intended the play to be a
documentary of my personal life ... The further away I get from those personal things the
more in the dark I am" (Shewey, 132).
There is a strong character relationship that is consistent throughout these family
plays of Shepard's. The absence of bond betwixt father and son is the theme that carries
through plays like Buried Child, Curse of the Starving Class, True West, and Fool for
Love. The fathers are distant, omnipotent men who can verbally assault and diminish the

son's confidence in a moment: therefore, the sons are, therefore, unfortunate victims of
their fathers, and so the sons, in many ways, continue this poisonous legacy. Michael
Taav states, "In the family plays, Curse of the Starving Class and Buried Child, the sons
instead fall prey to the same hereditary curses which befell their fathers," (Taav 2). The
son, Wesley, in Curse of the Starving Class spends the opening of the first act repairing a
broken front door. His mother, Ella, comments the entire time that "He" should be fixing
the door, not Wesley. By the end of the first act, the audience knows who broke it,
Wesley's father, Weston, who enters in a drunk and destructive rampage. Wesley has a
confrontation with Weston, only to end in a discussion about how to rid a lamb of
maggots in its digestive tract, a meaningless and grotesque conversation to show the
distorted distance in the relationship between father and son.
Shepard uses his own experiences with his father to show the disparity between the
characters of Weston and Wesley. Like Wesley, Shepard was the namesake of his father,
but used the nick-name Steve to discern himself. Like Steve, Wesley is a nick-name for
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Weston, again a way of discerning father and son. In the naming of Weston and Wesley,
Shepard shows how the essence of a person's name can reflect upon their character. It is
interesting to assume that when Shepard, as a child, changed his name from Samuel
Shepard Rogers to Steve Rogers it was in order to separate himself from his father. It can
be concluded that this first revision of his name was not significant enough for him and
that is why Shepard eventually changed his name to his professional name: Sam
Shepard.
Wesley's monologue at the beginning of Act One is a stream of consciousness
indicative of Shepard's boyhood and his recollections of his father, Samuel Rogers.
Wesley starts the monologue with a clear description of the sounds and smells of rural
southern California: "I was lying there on my back. I could smell the avocado blossoms.
I could hear the coyotes. I could hear stock cars squealing down the street." Having
lived there, I can smell and hear what he says with the utmost realism. Using this
fragmented style of writing Shepard creates layers to the sensory images and so therefore
allows the reader or audience to experience these images as if they are being delivered,
one at a time, to the senses.
As Wesley continues his monologue, he starts to talk about the fear he has of his
father coming home drunk, a ritual that must have occurred often in the Shepard's home
as well, as Shepard's sister, Roxanne, revealed earlier (Shewey, 18). Wesley states,
" ... My listening was afraid. Afraid of sound. Tense. Like any second something could
invade me. Some foreigner. Something undescribable. Then I heard the Packard
coming up the hill .... Then I could picture my Dad driving it. ... My heart was pounding.
Just from my Dad coming back. Then I heard him pull the brake .... What's he doing?
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Just sitting. Waiting to get out. Why's he waiting to get out? He's plastered and can't
move. He's plastered and doesn't want to move. He's going to sleep there all night.
He's slept there before. He's woken up with dew on the hood before. Freezing
headache. Teeth covered with peanuts. Then I hear the door of the Packard open .... Feet
coming. Feet walking toward the door. Feet stopping. Heart pounding. Sound of door
not opening. Foot kicking door. Man's voice. Dad's voice. Dad calling Mom. No
answer. Foot kicking. Foot kicking harder. Wood splitting. Man's voice. In the night.
Foot kicking hard through door. One foot right through door. Bottle crashing. Glass
breaking. Fist through door. Man cursing. Man going insane. Feet and hands tearing.
Head smashing. Man yelling. Shoulder smashing. Whole body crashing. Woman
screaming. Mom screaming. Mom screaming for the police. Man throwing wood. Man
throwing up. Mom calling cops. Dad crashing away. Back down driveway. Car door
slamming. Ignition grinding. Wheels screaming. Fist gear grinding. Wheels screaming
off down hill. Packard disappearing. Sound disappearing. No sound. No sight. Planes
still hanging. Heart still pounding. No sound. Mom crying .... " (Curse, 8-9). There is a
reality to this monologue that shows the amount of emotional scarring Shepard
experienced as a youth. He is revealing from his fragmented sentence structure and fiery
imagery the despair and nervousness he felt as a young man hearing his father come
home from a night of heavy drinking. Shepard, to what degree we will never really
know, is giving the audience a glimpse into his past through the Wesley's journey. As
previously stated, according to Don Shewey, Shepard states, "My father had a real short
fuse .. .It was past frustration; it was anger. My father was full of terrifying anger"
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(Shewey, 18). Shepard utilizes Wesley's character to examine Shepard's fear of his own
father.
In order for Shepard to illustrate their strained father-son relationship, at the end of
Act II of Curse of the Starving Class, Wesley and Weston have a conversation, one that is
written in a contemporary style, unlike Shepard's typically absurdist methods. Shepard's
father-son conversations are more atypical, not following a normal conversational flow,
but more of a fragmented, disjunctive nature. This disjunction of conversation between
father and son shows Shepard's reflection of his own life experiences with his father. It's
a direct correlation to their strained relationship. Shepard wants to enhance the masculine
struggle. Which has the will to become more worthy than his opponent: father or son?
This is the question that Shepard continually asks. By the end of Act II, Weston admits
his guilt over their familial situation and so ends up the inferior to Wesley. This is again
a reflection of the fantasy of Shepard's that he could put down on paper, since it would
not reflect his life. In reality Shepard never received the approval of his father, never
received the admission of guilt, and therefore never ended as the victor of the battle.
At the end of Act II, Weston comes back a second time, again drunk. In this dialogue
the two discuss the continuity of behavior between the generations of fathers and sons in
their family. Weston talks about his father, saying, "I never saw my old man's poison
until I was much older than you. Much older. And then you know how I recognized
it? ... Because I saw myself infected with it. That's how. I saw me carrying it around. His
poison in my body. You think that's fair?" (Curse, 35-36). This theme of father-son
strained relations is typical for Shepard, but this short speech illustrates one of the few
times that the father admits to the son that there is a problem, that the father is flawed.
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Weston's uncharacteristic admission of guilt creates a three-dimensional reality to the
father character, so as to evoke sympathy for Weston and therefore make him seem more
real to the audience. Immediately after this short confession, Weston purposely negates
his previous statement by blaming his own father for his problems and not taking
responsibility for himself. Instead, he claims it to be a genetic default and not a response
to his own actions. Wesley sees this in his father and plays the innocent son by acting as
ifhe doesn't know what his father means. This is therefore Shepard's way of creating
sympathy for Wesley, whom he automatically empathizes with as a playwright since this
character was created out of his own image. Therefore, Wesley is the protagonist and
Weston, the antagonist, a reflection of Shepard's relationship with his father, and how
Shepard viewed himself and his father. Shepard is the "good-guy," and his father is the
"bad-guy."
The play Curse of the Starving Class was written eight years prior to Fool for Love,
but is one of the more "traditionally" formatted plays Shepard has written. It was the first
of what is considered to be Shepard's family plays. The other three, which did not follow
consecutively are Buried Child, True West, and Fool for Love. Though all of these plays
have a traditional beginning, middle, and end, characters who interact with each other and
a linear plot, these plays are not considered traditional in their format. These plays are
unlike many of Shepard's plays, which have characters with no apparent relationship to
each other and a segmented plot.
All four of these family plays leave the audience with so many unanswered
questions; with no knowledge of what may lie in the future for these characters that have
been followed through the script, the audience is left uneasy thus art reflects reality. To
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Shepard, life has not tidy resolution, no solvable endings; therefore, neither should his
plays. Shepard reflects the life of small town America, one where everyone is aware of
each other's affairs and lives are tightly intertwined. Because the lives of people in
small-town America are complex, they can not be neat or tidy. For instance, in Buried

Child, the question as to whether or not a baby is truly buried in the backyard does get
revealed when Tilden comes in with the corpse. The mystery that remains is what Tilden
is going to do with the child's corpse and why. In this final stage direction of the play,
the audience witnesses the most graphic image as its last and most poignant moment:
"As Halie keeps talking off stage, Tilden appears from stage left, dripping with mud from
the knees down. His arms and hands are covered with mud. In his hands he carries the
corpse of a small child at chest level, staring down at it. The corpse mainly consists of
bones wrapped in muddy, rotten cloth. He moves slowly downstage toward the staircase,
ignoring Vince on the sofa. Vince keeps staring at the ceiling as though Tilden wasn't
there. As Halie's voice continues, Tilden slowly makes his way up the stairs. His eyes
never leave the corpse of the child. The lights keep fading" (Seven Plays, 132). This
moment illustrates the decay of the American family. Vince refuses to look at Tilden,
only staring at the ceiling, thereby avoiding the truth of his family. Tilden, on the other
hand, cannot remove his eyes from the corpse, thereby acknowledging the truth of his
family. The corpse itself is clearly described as rotten to indicate the condition of the
family; it has decayed and become spoiled and rotten, there is nothing but despair left.
As the action concludes, there are many other unanswered questions regarding the
characters of Buried Child. Where is Shelly going? What is Vince going to do with the
house? Who will take care of Dodge's body? What will Halie do if Tilden shows her the
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baby's corpse? Shepard leaves the audience in a state of shock regarding these characters
and then leaves us altogether. This format is typical of his writing but has a stronger
impact with the family plays since the audience has come to know the characters more indepth than with his previous works.
In True West, Shepard takes us to the same place at the end, a point of utter
confusion. After the turmoil and upheaval of reversed roles, the audience is not sure who
will be the victor: Lee or Austin. Austin has just attempted to murder his brother, Lee,
after seeing Lee ruin Austin's dreams for a career as a playwright and for mocking him as
a potential thief. But in the end, will Austin escape? Or will Lee kill him instead? These
are questions left unanswered. All that is certain, is that their mother, who has been
absent for the entirety of the play, appears and decides to leave again as Austin chokes
Lee with the phone cord. The phone cord represents the mother's umbilical cord;
because Austin is controlling the phone cord, he is usurping the role of mother. Shepard
is making one of his many objections to parents and the role they play, or do not play, in
their children's lives. Instead of the mother coming and "saving the day" as we expect,
she relinquishes all responsibility between her boys, surrenders her home, and exits as
quickly as she arrived.
These unresolved endings are only part of the mystique of Shepard's family plays.
He invites us into the world of these characters and then leaves us with uncertainty about
their futures. This causes us to analyze our own relationships and our actions within
them, questioning our own futures with doubt and cynicism. The women especially, in
these family plays, begin to take on new and more developed roles as each play
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progresses away from the fragmented, underdeveloped characters to more enriched and
concrete characters.

Women in Shepard's Theatre

"And my mother - just turned herself inside out. I never could understand that. I kept
watching her grieve, as though somebody 'd died. She'd pull herself into a ball and just
stare at the floor. And I couldn't understand that because I was feeling the exact
opposite feeling. I was in love, see. "
Sam Shepard, Fool for Love

The evolution of the women in Shepard's plays is slow and somewhat monotonous at
times. In the early plays, women are objects, carrying little or no value to the story,
having little character development, and serving little more purpose than as properties on
stage. In Shepard's play, The Tooth of Crime, the character of Becky is primarily
described as an object of sexual attraction, illustrating the purpose she will play
throughout the script. Shepard states in The Tooth of Crime, "Becky comes on in black
rock and roll gear. She's very tall and blonde" (Seven Plays, 204). Becky is the only
woman on stage at the time, and so her presence in tight black leather with high heeled
boots, assumed by the phrase "rock and roll gear," she is visually distracting and sexual
from the start. She holds a gun, she sings, she talks the "jive lingo" of the other
characters, but in the end, these are her only purposes. Her character exists to embody
the emotion of the scenes, but does not drive action. The other dark rock-and-roller of
the script, Hoss, tells Becky that she is soulless. Hoss says, "Ya know, you'd be O.K,
Becky, if you had a self. So would I. Something to fall back on in a moment of doubt or
terror or even surprise" (225). The next time Becky appears is long after Act II has
begun. The newest rock-and-roller, Crow, has been onstage with Hoss for an extended
time. In fact, the play is close to its end. The stage directions for Becky's re-entrance are
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self-explanatory. It is obvious that her sexual appeal is the makeup of her character; there
is no depth to her; "Becky comes on down left facing the audience. She wears a black
wig and is dressed like Anna Karina in 'Alphaville.' She caresses herself as though her
hands were a man's, feeling her tits, her thighs, her waist. Sometimes when one hand
seems to take too much advantage she seizes it with the other hand and pushes it away"
(245). After this reintroduction of her character, she has a monologue in which it is as if
she is talking to a man while on a date, and this man is taking physical advantage of her.
As she speaks, she rips of her shirt, tears off her bra and feels her breasts. Then she
continues talking to herself as she unzips her skirt, removes it and feels herself under her
underpants, all the while, still downstage, in full view of the audience. After her
monologue, she grabs her clothes and runs offstage (246). She only reappears for a brief
moment in the last few lines of the play when she speaks to the character of Cheyenne,
dressed as she was at the top of the play. Crow asks her to "grow some biceps" in order
to clean the place up and get rid of the "stiffs," she responds with a comment that
celebrates Crow's conquest as a true gangster then exits (249). It is clear that Becky's
sole purpose in The Tooth of Crime is to be the object of sexual desire.
Not until Cowboy Mouth, co-written (without acknowledgement) with singer Patti
Smith, does Shepard give a woman a true voice in the action of any play. Cowboy Mouth
is the telling of two characters, Cavale, "a chick who looks like a crow dressed in raggedy
black," and Slim, "a cat who looks like a coyote dressed in scruffy red" (Fool for Love
and Other Plays 145). They are in a small seedy apartment, located in a U.S./Mexican
"border-town." Cavale, who has taken Slim captive to try to re-create Slim into a
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legendary rock-and-roll star, is the prime motivator of the action of the play,
commanding, requesting, and conniving Slim into doing her wishes.
Whenever Cavale wants Slim to pay attention to her or to change how he is paying
attention to her, she either whines, begs, appeals to his sexual desires, or simply threatens
him. For instance, she starts looking through the Sears Roebuck catalogue and decides
spontaneously that she wants a dishwasher. In order to get what she wants, she starts
stripping and humming, Put the Blame on Mame. But this tactic gets her nowhere. Slim
reminds her of their lack of dishes. In fact, this backfires completely. Slim decides that
the "housewife shit," as Cavale states it, reminds him of his wife and baby whom Cavale
"stole" him away from. He becomes angered at Cavale and blames her for his loss of his
past life and the fact that he is not a star yet. As he slams on the drums in frustration,
Cavale tries a series of tactics to get Slim to pay attention to her in a more positive light.
She plays dead, she dresses up in a costume of feathers, she almost destroys the
amplifiers with a hammer, and then she hides in a corner. Nothing works, until she
makes the desperate attempt to pull out her .45 caliber pistol and aim it at Slim
threatening his life. Slim seems unafraid as he corrects her grammar (154-155). The last
attempt Cavale has at trying to control her environment is to plead with Slim and make
him feel like the rock-and-roll savior she wants him to be. It is her religion. She appeals
to his weakness to be famous by comparing him to Mick Jagger: "Any great
motherfucker rock-'n'-roll song can raise me higher than all of Revelations. We created
rock-'n'-roll from our own image, it's our child .... a child that's gotta burst in the mouth
of a savior. ... Mick Jagger would love to be that savior but it ain't in him. It's like ... the
rock- 'n' -roll star in his highest state of grace will be the new savior ... rocking to
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Bethlehem to be born." Cavale tries to convince Slim that he's the one, "But you've got
it. You've got the magic. You could do it. You could be it." Then Cavale tells Slim
how to do it: "You gotta collect it. You gotta reach out and grab all the little broken,
busted-up pieces of people's frustration. That stuff in them that's loo kin' for a way out
or a way in. You know what I mean? The stuff in them that makes them wanna' see
God's face. And then you gotta take all that into yourself and pour it back out. Give it
back to them bigger than life. You gotta be unselfish Slim. Like God was selfish, He
kept Himself hid. He wasn't a performer. You're a performer, man. You gotta be like a
rock-'n'-roll Jesus with a cowboy mouth" (156-157). Cavale ends up performing this for
Slim, as if instructing him on how to perform because she knows that, in reality, he does
not have it in him to begin with. Ironically, Cavale tries to pour her energy into Slim the
way she is instructing him to pour his energy into being her savior. Even though this
monologue causes Slim to explode at her in anger, he is first entranced by the idea, then
he is sold on it; only when she compares him to Jesus does he turn against her. He
becomes defensive because he does not see himself as a savior the way she does. But
Cavale is persistent and persuasive. In Cowboy Mouth, for the first time in any of
Shepard's plays, a woman is given a chance to have a powerful, meaningful role with
large monologues, bold actions, and depth of character.
This theme of strong, developed women's roles continues for Shepard into his family
plays. In Curse of the Starving Class, there are two very strong women with breadth of
character. Both Ella, the mother, and Emma, the daughter, are unique individuals from
the start of the play. Ella and Emma dominate the first few pages of script, while Wesley,
the son, is given only one monologue. We instantly know that Emma wants to be viewed
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as an intelligent young woman. She wants to lead an exhibit at their local fair for her 4-H
Club chapter. She fights adamantly for herself and her individuality from the family,
insisting that she is superior to them because she will be the only one in the family to lead
a demonstration at the fair (9-12).
Ella also has an independent streak in her. After we see Emma's strength and
determination, we are countered with Ella's inner confidence. She has strength not
shown with a flying rage, like Emma. Instead, to Wesley, she calmly outlines her plans
for escape from her present situation. Ella has given this plan a lot of thought. She is
ready to sell the house without the knowledge her husband, Weston, and use the money
to move to Europe to begin a fantastic life where she and her children can live upper class
lives and not have to deal with the emotional trauma that Weston puts the family through
with his alcoholism.
These two women are detailed. Shepard takes us on their individual journeys
throughout the play. Shepard is not just focusing his energies on his male characters.
Each character receives individual attention. By the end of the play, Emma has landed
herself in prison by following her strong convictions and shooting up the local bar where
her father spends most of his time, and where the owner has a financial hold on her
family. Ella has sold her property to a land shark who is going to take her property for
less than it is worth so he can make even more of a profit on it than he would if he paid
what the property was worth. This "shark" has taken advantage of Ella's dream of escape
by playing on her emotions.
This depth of female character development continues through Shepard's next
family play, Buried Child. Halie, Dodge's wife, dominates the dialogue from off-stage.
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She is upset with Dodge's lack of enthusiasm for life, his refusal to get out of his living
room chair, and his refusal to give his life to Jesus. Halie is a woman out to impress her
community, dressing her best, socializing, and working for the pastor of her church. She
has high expectations for her family and is desperately trying to overcome the hurdles of
her life (Seven Plays, 72-74).
As Halie exits at the end of Act One, Shelly enters at the top of Act Two. Her
character is quite different from that of Halie. She is not the established community
member, wife, and mother. Shelly is the girlfriend to Halie's grandson, Vince. When we
first meet Shelly we think she is going to be the typical eye-candy that Shepard normally
uses women for in his scripts; instead, she ends up being a very well-rounded woman
who in the end, can only play the games and strange rituals that the men of the family put
her through. When she first enters the space, she is out-of-control giggly and nervous as
she walks into what she calls a "Norman Rockwell cover or something" (83). After
meeting Dodge and attempting at small talk, she gets nowhere quickly and then meets
Tilden, Vince's father, who was not supposed to be there at all, and starts revealing
hidden family secrets to her. If this event is not enough, she is forced to peel carrots
while she gets accosted by Vince's uncle, Bradley, who threatens her, and all the while,
Vince has left and doesn't come back for the rest of the act. Shelly's defenses are up as
she realizes that she is amidst unstable people. Her survival defenses kick in, and by the
end of the play, after Vince's return as well as her confrontation with Halie who has
returned with the pastor, Shelly exits the situation leaving Vince to fend for himself. She
has clearly had enough with the insanity of his family. Shelly has taken on the new role
of being the female in charge. She has become the stabilizing force, even though she is
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not a member of the family. Once Shelly recognizes the role she has fallen into, she
chooses to leave the situation, ultimately not feeling comfortable in her new position.
Shepard gives Shelly the opportunity to have this awareness and allows her to make
choices in her fate. This is new territory for Shepard. He allows the females in his plays
to make decisions that are best for themselves and not necessarily best for his male
characters.
In Buried Child, Halie now has to balance the situation in front of her, alone. She
is aware that her husband has revealed the deep, dark skeleton in the family's closet,
about their child that they murdered and buried in the back yard. Tilden, her one son, has
gone insane looking for it. Bradley, her other son, has lost his wooden leg and has
become violently angry over it. These events all play out in front of the pastor, whom
Halie tries to impress with the normalcy of her life, which really does not exist. Halie
struggles with this balance as the pastor leaves, Dodge dies, and Tilden returns from the
back yard with a baby's skeleton wrapped in a ragged, muddy cloth and makes his way
upstairs toward his mother. While this is happening, Halie does what she did at the top of
the play, she avoids reality by speaking at the people in her home while she is not in the
room, so she can pretend to have normalcy in her own mind. As she speaks from
offstage, upstairs, Tilden climbs the stairs toward her with the corpse, as the lights fade to
black, slowly we hear Halie, "Good hard rain. Takes everything straight down, deep to
the roots. The rest takes care of itself. You can't force a thing to grow. You can't
interfere with it. It's all hidden. It's all unseen. You just gotta wait until it pops up out
of the ground. Tiny little shoot. Tiny little white shoot. All hairy and fragile. Strong
though. Strong enough to break the earth even. It's a miracle, Dodge. I've never seen a
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crop like this in my whole life. Maybe it's the sun. Maybe that's it. Maybe it's the sun"
(132). Halie speaks of the farm and the promise that rain and sun bring to their crop, their
healthy crop, while Tilden carries to her a symbol of exactly the opposite, death and
darkness of the murder she helped to hide years ago.
Shepard leaves this play with a powerful image of the woman about to become
victimized by the man. Shepard is forcing Halie to confront death, when she, as a
woman, wants to represent life. What happens next is beyond the parameters of the play,
therefore thus the question of this ability of Halie's to see the positive in such a negative
situation as either a strength or weakness is another question Shepard leaves the audience
to ponder. Shepard has shown now how he can adapt his ability to leave us with the
mystery surrounding his characters and apply this ability to his women and not just his
men.
This vein of developing strong women's roles does not continue in his next family
play, True West. Instead, he decides to write solely about male relationships, focusing
solely on the two brothers, Austin and Lee. The only other two characters in the play,
Saul Kimmer, the T.V. producer, and their mother, aptly named, Mom, have very sparse
roles and are there only to motivate the two main characters through their own journey.
Neither of these secondary characters is given much opportunity for full development.
Most of Shepard's family plays give the reader the advantage of encountering
women who have fully developed characters and have a journey throughout the course of
the script, as opposed to his previous undeveloped women's roles. Shepard's work with
singer Patti Smith on his play, Cowboy Mouth, written in the same year as his first family
play Curse of the Starving Class, had a large influence on his writing and on the way he
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started to develop the female characters of his scripts. It has been said by many that
Cowboy Mouth could be viewed as a predecessor to the play Foo/for Love, Shepard's
final family play. There are many similarities between the two couples in each script, but
it is to soon be shown that Fool for Love has a more highly-developed story and depth of
character development than that of Cowboy Mouth.
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Chapter Two

"The stories my characters tell are stories that are always unfinished, always imagistic having to do with recalling experiences through a certain kind of vision. They 're always
fractured and fragmented and broken. I'd love to be able to tell a classic story, but it
doesn 't seem to be part of my nature. "
Sam Shepard, New York Times, 1984
"[Fool for Love} is about leaving, abandonment, the anticipation of not knowing. "
- Sam Shepard, McCarter Theatre Session Notes, 1999

The concept of the "pact" is one that Shepard returns to in multiple plays. The pact
normally relates to a family secret that cannot be shared with outsiders, or sometimes,
other family members. Additionally, his thematic material and his linguistic style are
repetitive; Shepard finds the nuances to his character's speech patterns. These nuances
are his hallmarks as a playwright and are evident throughout his plays. This reflection of
natural speech patterns convinces the audience that they are part of the action of the
script. His family plays are linked together by this common thread. Not only does the
style of his linguistic patterns repeat, but so do the styles of the characters themselves.
Taken as a whole, Shepard's family plays create a pattern in which the similarities
between characters emerge. Fool for Love is an example of how Shepard connects his
character types to other characters through continuity of speech patterns and linguistic
nuances. The linguistic nuances distance the characters from the pact.

In this the

language serves to protect the pact.

The Pact

Thematically, Fool for Love is a play about a family that has been trapped by their
own mistakes and has woven themselves into a web of deception in order to emotionally
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protect themselves. The two main characters, May and Eddie, are lovers who have been
unable to escape their poisonous relationship. As much as May tries to escape from
Eddie, Eddie comes back to find her. Likewise, as much as May wants to escape from
Eddie's grasp, she contradicts herself by attempting to stop Eddie from leaving her.
This twisted lover's game is something that May and Eddie continually play. It is a
game they learned from their father, The Old Man, who led a double life. This double
life emphasizes the confusing complexities of these relationships: The Old Man has two
wives, and one child with each of these women. He travels continually between these
families. The lives of the individual families remain separate for a time, until May's
mother decides to follow The Old Man to his second home.

The collision of these

families occurs when May and Eddie see each other for the first time; they instantly know
they are eternally bonded, but they are unaware, for the present, of the past that makes
this connection so potent. The love May and Eddie find for each other is unlike anything
they have ever felt before. They are intertwined, heart, body, and soul. Because she is
unaware of the family pact between the husband and each respective wife, May cannot
recognize its existence.

The story becomes fragmented because the emotions of the

characters are disconnected from the pact. Because characters like May cannot see the
connections, being unaware of the pact between others, her emotions, and consequent
behavior, becomes fragmented.

Ultimately, May forces a revelation of the pact by

escaping the home that Eddie and she have created for each other to start a new life alone.
Like the lasso that Eddie uses to rope in steer on the rodeo circuit, May has been caught
in a cycle with Eddie. Being part of this cycle is dangerous for May because she has
become intertwined in the pact created by her mother and The Old Man.

The pact
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resembles the code of the cowboys of the American Old West: an agreement as to what
they will fight for. This pact is a male-dominated code, meant to bond males together in
a paternally based communal family, to establish order.

This in tum, separates the

women out of the Western communal family. Shepard identifies with this cowboy code
and applies it to the behaviors of his characters.
Shepard's ability to recreate the culture of the small Western American town
emphasizes the necessity of the incestuous relationship within the boundaries of the small
town that, in turn, creates a closed world where interrelationships are inevitable;
consequently, May and Eddie cannot be immediately aware that they are siblings because
such a relationship is symptomatic of the defining culture.

This suggests that these

characters are unaware of reality outside of their present moment, physically isolated in
their town, mentally isolated in the complexities of their individual family structure.
Eventually, they become aware of this detrimental reality, but after they have physical
relations with each other.

It is too late.

The damage has been done.

Now their

immediate bond cannot be broken. It becomes their "pact."
When May's date, Martin, arrives two-thirds through the play, Eddie breaks that pact
by revealing to Martin that they are indeed brother and sister, not just lovers. Martin asks
if Eddie is May's husband. Eddie responds, "No. She's my sister. (He and The Old
Man look at each other, then he turns back to Martin) My half-sister" (4 7). The pact that
May and Eddie have with each other is now broken. Now the truths of the family's
secrets can be revealed.
There is also a pact that exists between Eddie and The Old Man. They have
promised to stay together, to be on each other's side against May and against women, an
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example of how Shepard uses this father/son pact as a reflection of the cowboy code.
After May tells her "side of the story" about how she and Eddie met and how Eddie's
mother committed suicide, The Old Man tells Eddie that they have a pact with each other.
This gets The Old Man's dander up, and he states that May has the facts wrong and that
she's lying. The Old Man yells to Eddie, "That's the dumbest version I ever heard in my
whole life. She never blew her brains out. Nobody ever told me that. Where the hell did
that come from? Stand up! Get on yer feet now goddammit! I wanna' hear the male
side a' this thing. You gotta' represent me now. Speak on my behalf. There's no one to
speak for me now! Stand up! Now tell her. Tell her the way it happened. We've got a
pact. Don't forget that" (54). The pact that Eddie and The Old Man have is that they
have to be truthful with each other and be on each other's side, against the women of
their lives. But Eddie lies to The Old Man by not voluntarily informing him of Eddie's
mother's suicide. Ironically though, the lie to The Old Man isn't that the mother "blew
her brains out," but simply that The Old Man wasn't "in the loop" so to speak. He hasn't
been told; therefore, Eddie purposely kept him out of the circle, out of the· pact, breaking
the code and breaking the cycle assumedly begun by The Old Man. Eddie in tum, was
supposed to tell The Old Man everything, but The Old Man is not responsible for
revealing anything to Eddie.
This concept of the "pact" or "cowboy code" in Western-American tradition is
referred to in many movies set in the Old West. In movies such as Young Guns and
Unforgiven, the main characters make pacts with each other. These pacts are similar to
the ones that exist in Shepard's plays. Like Shepard, they establish a bond between men
that strengthens the paternal familial community. In Young Guns, Billy the Kid states to
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his brother, Dick, that they have a pact. They have agreed to avenge the death of John
Tunstall, their benefactor who was a surrogate father to these boys and other young men
on his ranch. John's death destroyed any true "home" that these boys ever had; therefore,
they are willing to fight and kill until they are satisfied that John has been avenged.
When Billy the Kid shoots some of the Regulators, the rogue lawmen who murdered
John, Billy reminds Dick of their "pact" in an effort to re-establish their cowboy code.
This keeps these boys in a familial contract, one that surpasses their genetic bond, and
therefore keeps them as a male-centric family in which they are not allowed to dissent.
In the movie Unforgiven, Will Munny, Ned Logan, and The Schofield Kid, make
a pact to split the reward money evenly between them after killing the two cowboys who
have attacked a local prostitute. Munny wants to use the reward earnings as a way of
financing the debt on his ranch. What makes this pact, or cowboy code, so unique is that
it is centered on a woman. The prostitute is a symbol of the corruption of motherhood,
and Munny ironically uses this symbolic character as a way of re-establishing his own
true family: saving the prostitute, collecting the reward money, and then stabilizing his
ranch. This is a unique example of how the female "other" is juxtaposed against the
paternal family, which then allows that paternal family to succeed in its quest. Shepard
also capitalizes on this concept as well. He uses May in Fool for Love just as the
prostitute was utilized in Unforgiven. If May can be conquered by one of the men in the
pact, then they can succeed in using her to conquer their past demons. The quest of
Eddie and The Old Man, therefore, is to get May to admit that she is inferior to them and
that she will keep their family secret and remain inside the circle: that she will no longer
attempt to break the cycle. The question that remains is, who wins this quest? Who stays
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in the pact and who leaves, if anyone? These "pacts" are commonalities between stories
that are set in the Wild West and those of the modem West. Shepard uses this "pact"
concept to strengthen the reality of his characters to their setting.
Similarly, the pacts between families are necessary to keep the family in a
semblance of order and normalcy. This is a typical plot line for Shepard's family plays.
The families that Shepard focuses on are in a state of crisis and are dysfunctional. For
instance, in Curse of the Starving Class, the family is haunted by the father's alcoholism
and the behaviors in and out of the home that embarrass the family. It is the duty of the
mother, daughter, and son, to keep their father's alcoholism a secret, a common defense
mechanism of the family of an alcoholic. The family members don't mention the
alcoholic's drinking habits outside the home, nor to each other, in order to create a
feeling of normalcy. The mother, Ella, breaks this pact when she decides to sell their
home, the domain of the woman, and ranch in order to make a profit and move to Europe.
Ella not only contacts an area lawyer, Taylor, in order to do so, but also discusses with
Wesley, her son, that these are her intentions. Therefore, Ella breaks the pact three times.
She decides to sell the home, she speaks the secret inside the home, which was never
before allowed, and she reveals it to a third party outside the home, a shameful betrayal.
After this pact has been broken, the family falls into serious disrepair as Weston, the
father, tries to sell his home and ranch before Ella can, and then Emma, the daughter, is
imprisoned after trying to destroy the local bar that her father, Weston, frequents.
Another instance of the consequences from breaking a family pact is in Shepard's
play, Buried Child. The family secret that all members of the family have agreed to keep
is the fact that Halie, the mother, and Dodge, the father, buried their infant child, years
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prior, in the com field behind the house. Tilden, their son, is visiting the home,
ironically, when his son, Vince, decides to bring his girlfriend, Shelly, for a surprise visit
to Vince's grandparents, before visiting his father, Tilden, at his home. In the end, the
whole family, Dodge, Halie, Bradley, Tilden, and Vince, are all at the home where the
family secret is kept. They all have their problems in this house: Dodge can't leave his
chair; Halie avoids her life by trying to impress the local clergy, Father Dewis, with a
make-believe life she has created for herself; Bradley, their son, has lost his leg and has
trouble moving; Tilden has lost his perspective on reality, he exists in a world of his own
and lacks the ability to communicate; and Vince disappears hoping to leave the family
secrets behind. In tum, Vince leaves Shelly to the hands of Dodge and Bradley, to
defend herself against them and their vindictive insanity. Once Shelly discovers the
picture of the baby in Halie's arms (111), she has indirectly released the family secret and
broken the pact. In the end, Vince returns and goes crazy, Dodge dies in his chair, and
Tilden returns from the back yard, covered in dirt and carrying the remains of the infant
up to his mother in her bedroom as the lights fade to black. When the secret is out, when
the pact is broken, when the cycle of their lives has become disrupted, the family is in a
state of disarray and fragmentation. The only thing keeping these people together is the
pact that they made, voluntarily or not, years ago. Once it is broken, so are they and their
relationship to each other. These bonds can not be rekindled.

Linguistic Nuances

Shepard has a uniqueness about his writing patterns which links his characters
together. He carefully composes linguistic nuances fluently into his character's speech
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patterns. Fool for Love is an example of how Shepard is able to weave his character's
spines and back-stories into these patterns of speech. For May, Shepard carefully
illustrates the inner strength of her character with her desperate desire for love from
Eddie and her wanting of affection from her father, The Old Man, through the choice of
language that Shepard carefully selects for her. In the introductory moments of the play,
Shepard states that May, "sits on the edge of the bed facing audience, feet on floor, legs
apart, elbows on knees, hands hanging limp and crossed between her knees, head hanging
forward, face starting at floor. She is absolutely still and maintains this attitude until she
speaks" (20). This illustrates the hopelessness that May feels upon Eddie's arrival back
into her life. Shepard purposely puts her seated on the bed to highlight the sexual tension
that exists between them, even in May's feelings of hopelessness.
When Eddie begins to speak to May, in simplistic sentences, in an attempt to get
her to respond to him, she grabs his leg tightly and does not let go immediately. When
Eddie asks her if she wants Ovaltine or tea, she does begin to let go. Eddie takes that as a
physical cue that May is ready for sex and starts to lay her back on the bed. May then,
"erupts furiously, leaping off the bed and lashing out at [Eddie] with her fists. He backs
off. She returns to the bed and stares at him wild-eyed and angry, faces him squarely"
(21). Now their game with each other has begun. Once May feels like Eddie is going to
force her into sex, she rebels and is ready for the fight. May and Eddie have a face-off
with words. It is as if they are shooting at each other, like a Wild-West gunslinger show:
May: You smell.
Eddie: I smell.
May: Youdo.
Eddie: I've been drivin' for days.
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May: Your fingers smell.
Eddie: Horses.
May: Pussy.
Eddie: Come on, May.
May: They smell like metal.
Eddie: I'm not gonna' start this shit.
May: Rich pussy. Very clean.
Eddie: Yeah, sure.
May: You know it's true.
Eddie: I came to see if you were all right.
May: I don't need you!
Eddie: Okay. (turns to go, collects his glove and bucking strap) Fine.
May: Don't go!
Eddie: I'm goin'.
May: Don't go!!! (22)
May accuses Eddie at this point of having fingers that smell like "another woman's
pussy," and so he must be having relations with other women while he is away. Shepard
wants these words of May's to be strong, intense, potent, so he chooses the terms that
will create the biggest shock-factor: "Pussy," "They smell like metal," and "Rich pussy.
Very clean" (22). This illustrates May's ability to verbally attack her lover. According
to Shepard, this mention of the word, "pussy" is May's way of starting the game that she
and Eddie play. "Mentioning the pussy creates a huge, surprising shift: 'WHAM, the
game is on!" This is also May's way of first bringing up her issues of jealousy
(McCarter, 1). May wants Eddie to understand that he is here only because she is
allowing him to stay and not because she necessarily wants him to stay.
May then yells to Eddie to leave, he starts to and then she grabs him and yells,
"Don't go!" but Eddie exits anyway (22). Instantly Shepard has May thrust herself onto
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the bed, grabbing the pillow and moaning as she flings herself around the bed; purposely
May has retreated back to the sexual symbol, moaning, resembling orgasmic elation,
causing the audience to see May as the sexual being. Both Eddie, and consequently
Shepard, see her as a sexual being. These orgasmic style moans bring Eddie back into
the space, allowing for more games to be played. Once Eddie returns to the stage, May
has leapt off the bed and clutches the pillow, as a shield of protection from Eddie, against
her chest and is flat against the wall, facing the door. The two square off again:
Eddie: What am I gonna' do? Huh? What am I supposed to do?
May: Youknow.
Eddie: What?
May: You're gonna' erase me.
Eddie: What're you talkin' about?
May: You're either gonna' erase me or have me erased.
Eddie: Why would I want that? Are you kidding?
May: Because I'm in the way.
Eddie: Don't be stupid.
May: I'm smarter than you are and you know it. I can smell your thoughts before
you even think 'em.
(Eddie moves along wall to upstage-left corner. May holds her ground in
opposite corner.)

Eddie: May, I'm tryin' to take care of you. All right?
May: No, you're not. You're just guilty. Gutless and guilty.
Eddie: Great. (22-23)
In this section of dialogue, Shepard shows through the abbreviated sentence structure that
May and Eddie have these arguments often. They know each other well enough that they
don't need to argue in long, drawn out sentences, since they can complete each other's
thoughts, characteristic of couples in long relationships. These abbreviated sentences
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also illustrate the lack of formal education of both May and Eddie, and stress that they
have little contact with anyone outside of a rural lifestyle. Throughout the script, May
and Eddie shorten words and abbreviate their sentences, speaking incomplete thoughts.
All the characters, including The Old Man and Martin, have been raised similarly, and
that is why Shepard has them speaking the same irregular rhythmic patterns.
In the exchange above, Shepard also illustrates the emotional depth of his
characters. May is aggressive toward Eddie and is doubtful of him. May does not trust
Eddie. May's comments to Eddie having her murdered or murdering her himself is how
May communicates to Eddie that she can no longer trust him. When Eddie denies May's
claim that he is going to have her murdered, May then decides to change her tactics. She
stabs at Eddie, accusing him of being less of a man, by being "Gutless and guilty" (23).
In order to keep in the seat of power of their struggle, May then verbally charges
at Eddie with her next attack. May does not want Eddie to take control, so she then
changes the tactic. Instead of May accusing Eddie of murdering her, May claims now
that she is going to murder the Countess, Eddie's "other woman." Eddie at first denies
that he knows about whom May speaks. So, May slowly moves towards Eddie as he
slowly moves away, as if in a dance of control. May says, "I'm gonna' kill her and then
I'm gonna' kill you. Systematically. With sharp knives. Two separate knives. One for
her and one for you. · (she slams wall with her elbow. Wall resonates) So the blood
doesn't mix. I'm gonna' torture her first though. Not you. I'm just gonna' let you have
it. Probably in the midst of a kiss. Right when you think everything' s been healed up.
Right in the moment when you're sure you've got me buffaloed. That's when you'll die"
(23). Shepard wants May to deliver this message of the torture and murder of Eddie and
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the Countess in a very seductive way in order to strengthen her character as woman. May
believes that the power of the woman comes from the power she has over sex. If May
can capture this sexual prowess, then May can remain in control. That is May's super
objective: to remain in control. May wants to gain control and independence in her life,
away from Eddie and The Old Man. May also wants to keep control over her sexuality,
which is the reason for the date with Martin. It is May's experimentation, seeing if she
can remain a sexual woman in the absence of Eddie.
As Eddie takes for the hill and conquers, May loses her domain over him. Eddie
realizes that May is in a state of sexual control and arousal and so Eddie uses it to entice
May into submission. The tactic works. Shepard has Eddie tease May with his words as
he moves closer to her, "I missed you. I did. I missed you more than anything I ever
missed in my whole life. I kept thinkin' about you the whole time I was driving. Kept
seeing you. Sometimes just a part of you" (23). May is succumbing to Eddie. She
responds, "Which part?" Eddie keeps setting the bait, "Your neck." It has worked. May
is enticed, "My neck?" Eddie seduces her simply, "Yeah." May is weakening, "You
missed my neck?" Eddie is sure he almost has her, so he goes in for the kill, "I missed all
of you but your neck kept coming up for some reason. I kept crying about your neck."
He's got her, May responds, "Crying?" Eddie milks it for all it's worth, "Yeah, weeping.
Like a little baby. Uncontrollable. It would just start up and stop and then start up again.
For miles. I couldn't stop it. Cars would pass me on the road. People would stare at me.
My face was all twisted up. I couldn't stop my face" (24). Shepard's choice to make
Eddie use an admission of womanly emotional weakness is conscious. Shepard selects
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these words purposefully. He wants Eddie to attempt to use this expression of femininity
as a tactic to secure his conquest of May.
Shepard chooses this as a specific moment to allow May to take the reins again.
May is not fooled by Eddie's over-the-top confession. May realizes that Eddie must be
exaggerating and trying to control her emotions. She quickly snaps out of Eddie's
emotional trickery and jumps back into play, "Was this before or after your little fling
with the Countess?" Eddie realizes he has lost; he bangs his head into the wall and
responds with exasperation, "There wasn't any fling with any Countess!" May is back on
the war-path, "You're a liar!" Eddie admits, "I took her out to dinner once, okay?" May
booms, "Ha!" and moves away from Eddie. Eddie confesses, "Twice." May attacks,
"You were bumping her on a regular basis! Don't give me that shit." Eddie retreats,
"You can believe whatever you want." May stops by the bathroom door and gets to the
point, "I'll believe the truth! It's less confusing" (24). May wins this round with Eddie
agam.
Shepard has May hit upon the theme of the story now: If you reveal the truth of
your family pacts, then the painful emotional cycles oflife can heal. Shepard wants the
audience to now become aware of the lies these lovers have with each other. He has
alluded to it previously, but now May states it clearly for the audience. There is to be no
mistaking it, May and Eddie weave themselves into a series of lies. Eventually, Shepard
will reveal the pact to the audience, but not immediately. He chooses to leave the
audience in the lurch and anticipating the next wave of action.
Once again, May and Eddie are in battle. But this time it is a face-off. No one
wins this round. They argue about their plans. May chooses to stay where she is so she
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can keep her new job as a cook, and Eddie wants her to return with him so they can raise
horses and chickens. According to May, Eddie never listens to her wants and always
tries to convince her that his fantasies are also her fantasies. Normally she falls for
Eddie's line, hook, line, and sinker, but May sticks to her guns and states that it's not
going to work this time. Eddie is offended by the fact that May thinks these dreams of
his are fantasies, not realities, and jumps on the defensive. He tells her that he has
returned and is going to take care of her now and stay with her. The idea of this scares
May. She says to him, "Get outa' here" (25). Eddie refuses to leave and accuses her of
being the one who left this time, not him. Eddie is desperate, pulling at straws. May is
fed up. She paints a picture to Eddie of what it's like for her while she waits for him to
return, "What do you think it's like sittin' in a tin trailer for weeks on end with the wind
ripping through it? Waitin' around for the butane to arrive. Hiking down to the
Laundromat in the rain. Do you think that's thrilling or somethin'?" (26). Shepard, once
again, decides to give the reins to May. He allows her to take the lead and to take
control. This is unusual for Shepard's previous style of writing. In previously mentioned
plays, such as Tooth of Crime and True West the male characters dominate the action and
the females are there to enhance the strength of the male characters. Now Shepard gives
that role of strength to a female. He chooses to depict May as Eddie's equal. They are
both equipped to handle the blows from each other and are able to drive the action of the
play forward. Even though this script is dominated by males, in sheer number, May's
role as the solo female is strong and pronounced. It is shows a change in Shepard's
writing style.
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Eddie's response to May's strength is to feebly attempt to prove to May what a
good man he is by purchasing for her the kind of fashion magazines she likes as
entertainment while he is away. May's response to Eddie, is to continue on the offensive
and to point out to him that he purchased a magazine with the Countess, the woman that
Eddie is having an affair with, on the cover. Eddie does not take this criticism well, and
decides he is going to his truck to get his stuff; he plans to stay with her. Again, May
remains on the defensive, but changes tactics, or so we think. May uses her sexuality to
get close to Eddie so she can hurt him when he is at his weakest. The stage directions
state, "They stand there facing each other for a while. She crosses slowly to him. She
stops. He takes a few steps toward her. Stops. They both move closer. Stop. Pause as
they look at each other. They embrace. Long, tender kiss. They are very soft with each
other. She pulls away from him slightly. Smiles. She looks him straight in the eyes,
then suddenly knees him in the groin with tremendous force. Eddie doubles over and
drops like a rock. She stands over him" (26). May has taken Eddie. She feels she has
conquered him. May's hit pours salt in his wound, "You can take it right. You're a stunt
man" and she exits into the bathroom, the door booms (26). Again, Shepard relinquishes
the control of the scene to the woman. He allows May to have the control, knowing that
it will drive the action forward and give an obstacle for Eddie to conquer. In Eddie's
defeat we see the depth to his character as well. We know that Eddie is not always the
alpha-male but sometimes can play the beta.
While Eddie has literally sunk to his lowest and is slumped on the ground, finally,
The Old Man speaks directly to Eddie, "I thought you were supposed to be a fantasist,
right? Isn't that basically the deal with you? You dream things up. Isn't that true?"
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Eddie responds, "I don't know." The Old Man continues, "You don't know. Well, if you
don't know I don't know who the hell else does. I wanna' show you somethin'.
Somethin' real, okay? Somethin' actual." Eddie responds, "Sure." Then The Old Man
proceeds into a speech about how the picture of Barbara Mandrell proves to him that he is
married to her, in his mind, and that this makes it real to him (27). The Old Man is the
object of the minds of both Eddie and May. He exists only to them, just as the influence
of our parents is always sitting in our minds, so is The Old Man, May and Eddie's father,
to both of them. Shepard chooses to make this figment of imagination real and viable.
He makes The Old Man an actual character in order to show the strength of the role of the
father in the lives of his children. This first communication of The Old Man is a doubleedged sword. The tactic that The Old Man uses is to enlighten Eddie as to his purpose:
to be a fantasist, a dreamer, who believes more in fantasy and the possibilities than to live
in the moment and deal with reality. This is how The Old Man lived his life, and this is
what he chooses for his son's path. On the other edge, though, sits the disappointment
The Old Man has for Eddie; he has not chosen this path of fantasy versus reality as much
as was expected of him and so therefore he is not living out his father's dream.
According to Shepard, "For The Old Man, 'fantasy is more real than realism"'
(McCarter, 1). This life of fantasy is now to be transferred onto Eddie since he is the male
responsible for his father's legacy. But, Eddie has fallen below his father's expectations
and so The Old Man uses this "tough-love" tactic to get Eddie back up on his feet and get
him back into the game, to fight it out with May.
When May re-enters from the bathroom she carries the red dress and black heels
she is going to wear on her date with Martin that evening. She has become somber and
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crosses to the bed. This symbolism is important to show May's intentions. She is
carrying the symbol of her decision to leave Eddie, the red dress, to the bed, the symbol
of sex, which used to represent sex with Eddie, but now illustrates her intention to
relinquish this symbol from his grasp and focus it on Martin, the new man in her life.
May is ready to move on. She confirms this with her next monologue, "I don't
understand my feelings. I really don't. I don't understand how I could hate you so much
after so much time. How, no matter how much I'd like to not hate you, I hate you even
more. It grows. I can't even see you now. All I see is a picture of you. You and her. I
don't even know if the picture's real anymore. I don't even care. It's a made-up picture.
It invades my head. The two of you. And this picture stings even more that if I'd
actually seen you with her. It cuts me. It cuts me so deep I'll never get over it. And I
can't get rid of this picture either. It just comes. Uninvited. Kinda' like a little torture.
And I blame you more for this little torture than I do for what you did" (27-28). May has
completely switched tactics with Eddie. Instead of being aggressively offensive, she uses
passivity to defend herself. May wants Eddie to leave so she can start over in her life,
which is why she left him in the first place. Eddie recognizes this and offers to go. May
is appreciative of this and tells Eddie that he should leave. This begins to wear at Eddie's
nerves after all the turmoil he has felt since he arrived at this motel to find May, and he is
now ready to confront her again. He asks why is it better for him to leave than to stay.
May admits to Eddie now that she is expecting a date to arrive at any moment. This
infuriates Eddie and he jumps at May. The play now takes a dramatic turn, from verbal
confrontation to physical. Eddie's physical confrontation toward May illustrates the
aggressive physicality of Eddie. He is a man who is used to riding bucking broncos, he
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can visualize May this way now as her defiance stirs this emotional demon in him, and he
decides to physically attack her. As the stage directions state, "He moves violently
toward her." Instantly, May recognizes the feverishness in Eddie's crossing and she
screams, "Don't you touch me! Don't you even think about it." Eddie is now enraged,
"How long have you been seeing him!" May is scared, "What difference does it make!"
Instead of using force against May, Eddie decides to leave (28). This is the second time
he has left instead of using either violent words or violent actions against May. This
shows Eddie's depth of character. Shepard chooses to have Eddie leave, therefore, gently
switching the control back to May. Contrary to this moment though, it is assumed by the
quickness and fearfulness in May's reaction to Eddie as he moves toward her violently,
that this is something that has happened to her before and that Eddie has used physical
force on her. What has changed this time though, is that May stands up for herself and
tells Eddie, with much fear, that she will no longer take it from him. Obviously Eddie
believes May since she has already proven to him that she can standup for herself; when
she left their trailer to go to a motel and start over without him, Eddie has become
forcibly aware of May's independence from him.
The choice that Eddie makes to leave May and not to take violent action upon her
sends May into a frenzy of tumultuous actions. First, May screams his name as he
leaves. Second, she quickly crosses to the window to see where Eddie is, then turns back
to face the room. Then May rushes to the bed to grab her suitcase, and she frantically
packs her few belongings from the room and bathroom into it. Suddenly, in complete
panic upon hearing Eddie arrive, May shuts the suitcase and shoves it under the bed.
Now, May is prepared to run at any moment. She has become acutely aware of Eddie's
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tendency toward violence as a resolution to his problems, and May wants to be prepared
to counter him by escaping. It is up to May though to play the role of pawn now in this
game if she is to survive it. Like many victims of domestic violence, she reverts to being
passively aggressive in order to maintain a level of control. She now wants to appear as
if she is not ready to run, so when Eddie returns, May must seem passive and relaxed.
According to the stage directions May, "Sits on bed. Stands again. Rushes back into
bathroom, returns with hairbrush, slams bathroom door. Starts brushing her hair as
though that's what she's been doing all along. She sits on bed brushing her hair" (29). It
is crucial that Shepard illustrate the aspect that domestic violence plays in the lives of
these characters. By May's inherent reaction to this violent situation with Eddie, it is
obvious that domestic violence played a crucial role in Shepard's life and so he chooses
to reflect this in his art. As Shepard's plays became more realistic than surrealistic, the
detailing of his character's pasts become crucial. As their depth increases, they become
more grounded in reality.
The violence continues upon Eddie's entrance. The stage directions state, "Eddie
enters stage left, slams door behind him, door booms. He stands there holding a ten
gauge shotgun in one hand and a bottle of tequila in the other. He moves toward the bed,
tosses the shotgun on bed beside her." Eddie is prepared for the fight. He's ready to be
in control now. He plans to use alcohol to not just curb his emotional state, but to
threaten May. May knows that Eddie is a violent drunk. The gun threatens May. May is
cautious on how she combats Eddie next. She plays it off like he's not serious, "Oh,
wonderful. What're you gonna' do with that?" Eddie responds in kind, "Clean it" as he
opens the bottle of tequila (29). The sarcasm in Eddie's tone is implied given the
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drunken aggressive entrance. According to Shepard, "Drinking Tequila [becomes] a
weapon; it has to do with the war of this fucked up family. Tequila produces violence
especially in Eddie; May knows this very well. She registers it as a weapon and the
weight of it, as well as the problems/consequences that will arise" (McCarter, 1). These
are two of the three weapons that have entered onto the scene: booze and a shotgun.
According to Shepard, "None of these are casually used or mentioned; they are emblems
of war, literally and otherwise" (McCarter, 1). Soon, the pact will be mentioned, and the
third weapon between these two lovers will be out and on the table. This producing of
weapons is similar to the cowboy traditions of the American West where the cowboys
who are ready to duel show their revolvers to each other, spinning the barrels,
announcing that they are ready for the fight. Shepard has Eddie and May do the same:
Eddie produces two weapons, and May produces the third, but her one weapon is equal in
strength to the two weapons Eddie produces.
After this showing of Eddie's weapons, Shepard has Eddie back off from May a
bit and allows Eddie the opportunity to center himself. Eddie asks May where the glasses
are. She responds that she keeps them in the bathroom because it's safer. This response
of safety in the bathroom is unique. At first, it can be perceived as a joke to lighten up
the mood of the moment, but it is actually a reflection of how May feels: she feels safest
when she has a door between herself and Eddie. May uses the bathroom at multiple
instances in the play to get herself away from Eddie. However, she never exits the motel
room; therefore, she never exits the space and is allowing herself to remain victimized.
Even though May vacated their trailer to come to the motel, she can somehow not allow
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herself to leave the motel room, where she once felt safest and away from Eddie. Now
that he has entered her safety net, she does not know how to escape from it.
Eddie offers to share the tequila with May. May refuses, stating that she is "on
the wagon." Eddie sarcastically responds, "Good. 'Bout time." Then he exits into the
bathroom, her safety zone has been invaded and May reacts to this. She stares at the
shotgun while she nervously explains to Eddie that her date is a nice guy and very
friendly. According to May, "He's not malicious in any way." May is trying to calm
Eddie down; instead, Eddie becomes angrier when he can't find the glasses in the
bathroom. She yells to him that the glasses are kept in the medicine cabinet because
there aren't any germs there. This response stumps Eddie. He questions her, "Germs?"
(29). May chooses not to respond to this. Again, this can be perceived to be May's
attempt at humor, but really it is her method of showing that she has relinquished control
to Eddie. May was hoping that Eddie would give up on finding her and so she would be
able to escape from his contamination of her life. But instead, his contamination is as
powerfully in her life as the germs are on her drinking glasses.
Shepard now gives Eddie the upper hand. He returns to the room with a glass,
pours it full of tequila, and crosses to the table ready to relax and celebrate his new-found
victory. When May asks Eddie ifhe heard her comment about the man who is coming
over, Eddie plays ignorant and responds, "What man?" May realizes that this is now the
next stage of the battle, and she is feeling weary. Her acknowledgement of this is
reflected in her response, "Oh, brother." Now, this response is ironic considering the
expression she chose to use is the first hint that Shepard gives about their incestuous
relationship. This sarcasm and foreshadowing is emphasized by the stage directions,
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"Eddie sets the bottle of tequila on table then sits in upstage chair. Takes a long drink
from glass. He ignores The Old Man" (29). Shepard has not written in that The Old Man
is responding to the situation in front of him, but the stage directions indicate he must be.
The question that Shepard therefore leaves for the actors to discover is this: is The Old
Man's reaction a response to Eddie's drinking, Eddie's dominance over May, or May's
sarcastic "Oh, brother?" This stage direction allows the actress portraying May to see it
as a reaction to her bold statement of irony while the actor portraying Eddie sees it as a
reaction to his drinking. Either way, it is Eddie that gets the reaction written into the
stage directions, not May; therefore, the focus at this moment must be upon Eddie.
Eddie takes focus by demeaning May's choice of male companion. He plays
mind-games with her in order to trick her into revealing details about the man whom she
is replacing him with:
Eddie: First off, it can't be very serious.
May: Oh, really? And why is that?
Eddie: Because you call him a "man."
May: What am I supposed to call him?
Eddie: A "guy" or something. If you called him a "guy," I'd be worried about it
but since you call him a "man" you give yourself away. You're in a dumb
situation with this guy by calling him a "man." You put yourself below
him.
May: What in the hell do you know about it.
Eddie: This guy's gotta' be a twerp. He's gotta' be a punk chump in a two dollar
suit or somethin'.
May: Anybody who doesn't half kill themselves falling off horses or jumping on
steers is a twerp in your book.
Eddie: That's right.
May: And what're you supposed to be, a "guy" or a "man"? (30)
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Eddie's tactic of trying to talk circles around May has been unsuccessful. May has
countered everything that Eddie says with a coherent response; thus, no information on
Martin has been revealed to Eddie. Additionally, May has insulted Eddie about his
manhood.
Eddie is not satisfied with his position now, and so he changes tactics again. This
time, Eddie informs May of his intent to remain in the motel room until the date arrives
so he can determine the date's masculinity. May refuses to allow Eddie to stay. She
becomes defensive, and states Eddie's intention clearly, "Why is everything a big contest
with you? He's not competing with you. He doesn't even know you exist" (30). May
has hit the nail on the head: everything is a contest to Eddie. Eddie is constantly trying
to "one-up" anyone that he comes in contact with: May, Martin, his fellow rodeo
cowboys, and The Old Man. Eddie values himself on his successes and demeans himself
with his failures. Eddie was obviously taught by The Old Man to base his self-worth on
his winnings in life, no matter what they might be, and that the "nice guy always finishes
last." Because Eddie can not succumb to the role of "nice guy," he remains in constant
battle formation, always ready to take on a new opponent. This time, Eddie is focusing
his battle on two opponents, May and Martin.
The irony of the situation lies in Eddie's response to May when she tells him that
she refuses to introduce Eddie to Martin for two reasons: one, Martin would be
embarrassed that she was there with another man, namely Eddie, and two, Martin is a
gentle person. Eddie responds with, "Is that right? Well, I'm a gentle person myself.
My feelings get easily damaged" (30). Eddie is being very sarcastic with May at this
point. May knows that Eddie is ready to fight Martin upon his entry into the motel room
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and May is not going to allow this battle to take place. She combats at him by stating,
"What feelings" (30). This takes Eddie down a notch and causes him to become silent.
He feels he has lost this mini-battle and does not want to surrender control yet, so he
takes a drink, crosses to the bed, the symbol of their sexual control over each other, and
takes hold of the shotgun, to show his want of physical control over the situation.
Ironically though, instead of loading it, Eddie begins to dismantle it (30). Shepard uses
this opportunity to show that Eddie is ready to combat this "man" with a new method of
attack. Instead of physically attacking Martin, Eddie needs to redirect himself to talking
to Martin. Eddie will show Martin that by holding the gun, Eddie is in the seat of power,
but by having it dismantled, it will show Martin that Eddie is willing to listen to Martin
and to decipher what the true nature of his relationship with May is.
May reverts back to her previous tactic when she told Eddie, very plainly, that she
didn't understand her feelings for him anymore and she wants him to leave. This time
though, May is stronger in her emotions, yet she speaks plainly and clearly as she closely
watches him dismantle the gun. May says, "You can't keep messing me around like this.
It's been going on too long. I can't take it anymore. I get sick everytime you come
around. Then I get sick when you leave. You're like a disease to me. Besides, you got
no right being jealous of me after all the bullshit I've been through with you." This
causes Eddie to stop what he's doing, but he chooses not to take his eyes off the gun (30).
With this short monologue, May speaks her intentions to Eddie. She does not want him
to keep coming around and she does not want him to keep "messing" her around, playing
mind games with her about his love for her. May has come to realize, over time, that this
status-quo between Eddie and her is not normal and can not continue.
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In his desperation, Eddie comes to the point, quickly, as to why they can never be
apart from each other, saying, "We've got a pact." This is the pact, the cowboy code that
Shepard has referenced in so many of his works. This time, as previously mentioned, the
pact is between a male and female, May and Eddie. Their pact is so secret that the truth
is never uttered between them. It can be assumed that this is the pact that keeps their
blood relationship to each other secret from others. According to Shepard, "What is the
importance of it appearing NOW, in THIS moment? We haven't heard about this before.
It is about the brother/sister/lover connection. The agreement is to love each other despite

the blood relation, and May breaks it" (McCarter, 1-2). Shepard poses an interesting
question, one that he already answered in his previous notes about the weapons: booze,
shotgun, and pact. This is May's chance to wield a weapon of power against Eddie. It is a
weapon so strong that it can overtake both of Eddie's weapons, the booze and the
shotgun. Eddie brings up the pact and May addresses the pact directly. May does this
now because she has been backed into a comer by Eddie, and this time, unlike all the
others, she wants to get herself out of this comer.
There is a possibility though that something else is included in the strength of the
pact. Shepard has Eddie and May allude to their incestuous relationship, but it is not
explicitly spoken:
Eddie: We've got a pact.
May: Oh, God.
Eddie: We made a pact.
May: There's nothing between us now!
Eddie: Then what're you so excited about?
May: I'm not excited.
Eddie: You're beside yourself.
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May: You're driving me crazy. You're driving me totally crazy!
Eddie: You know we're connected May. We'll always be connected. That was
decided a long time ago.
May: Nothing was decided! You made all that up.
Eddie: You know what happened.
May: You promised me that was finished. You can't start that up all over again.
You promised me.
Eddie: A promise can't stop something like that. It happened.
May: Nothing happened! Nothing ever happened!
Eddie: Innocent to the last drop!

(31)

One possibility is that the "it" is their relationship to each other as brother and sister and
that they secretly did know that the other must be a sibling but refused to acknowledge it
because their sexual attraction was so strong. Another possibility is that the "it" is
something specific that May did to another person. Eddie does say, "You know what
happened." This could refer to an incident separate from their relationship. This second
concept does not hold much weight within the context of the script and therefore would
not benefit from explored. Furthermore, the complexity of purpose of Shepard's writing
suggests that the first concept is the more plausible. This is especially true since Eddie
says that it "was decided a long time ago." What was decided was that they were
destined to meet since they share a father, and they were destined to fall in love since
they have the same disparate passionate tendencies as their father. Eddie and May fall in
love without first considering the rules surrounding "acceptable" love first. They are
both people who follow their hearts and not their heads. They are people of action and
not words. Neither May nor Eddie are rational yet it is understood that they had some
inclination that the other was a sibling and after their physical relations were
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consummated, discussed this awareness, and agreed not to discuss it again, for fear that if
they did, the truth about this might become a public truth and not just a private one.
Upon the speaking of the "pact" and their discussion of it, May decides, as she
has tried to do throughout the script, to use her head and not her heart. May calmly asks
Eddie to leave, immediately:
May: (pause, controlled) Eddie - will you please leave? Now.
Eddie: You're gonna' find out one way or the other.
May: I want you to leave.
Eddie: You didn't want me to leave before.
May: I want you to leave now. And it's not because of this man. It's just Eddie: What.
May: Stupid. You oughta' know that by now.
Eddie: You think so, huh?
May: It'll be the same thing over and over again. We'll be together for a little
while and then you'll be gone.
Eddie: I'll be gone.
May: You will. You know it. You just want me now because I'm seeing
somebody else. As soon as that's over, you'll be gone again.
Eddie: I didn't come here because you were seeing somebody else! I don't give
a damn who you're seeing! You'll never replace me and you know it!
May: Get outa' here!
(Long silence. Eddie lifts his glass and toasts her, then slowly drinks it dry. He
sets his glass down softly on the floor.)

Eddie: (smiles at her) All right.

(31)

The finality of this conversation is unmistakable. Eddie has threatened May with
consequences of her choice to break the pact. May feels this threat is genuine and reacts
to it with clarity of thought. She outlines the repetitiveness of their relationship. Like
many domestically violent situations, May sees herself as part of a desperate, poisonous
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cycle: Eddie leaves, has affairs with other women, returns to May, shows sexual
affection toward May, May confuses this affection with love, Eddie becomes verbally
and physically violent with May when she shows emotional attachment to him, then
Eddie leaves again. The cycle continues for years between them. The emotional turmoil
on May is enormous. This strain is what causes her to finally leave Eddie and start a new
life for herself on the edge of the Mojave Desert. This shows great effort on May's part
to break her cycle of emotional turmoil between her and Eddie. It is also something that
we will find out soon, her mother was unable to do with her father. May's goal is to
break this cycle and to start finding happiness again, a happiness that she has never truly
felt with Eddie and can only find if she does not have him in her life anymore. That is
her super objective.
Eddie allows May to feel the power of this control over her life and decides to
tempt fate. He decides, for a third time, to leave the motel room. It is his tactic to see if
May is still in love with him. Eddie's objective is to keep May in love with him, because
without her, he has no stability in his life. Eddie is a man of dreams, a fantasist, as his
father states earlier in the script. Eddie requires little in his life, but wants these few
things that he has based in reality, to remain constant. He wants May to always be there
at his home, ready to care for his needs and to keep him satisfied sexually. Eddie also
wants to remain an object of sexual desire for other women as well, through his
occupation as a rodeo cowboy, so as to keep his manhood in check. Finally, Eddie's
super objective is to obtain the approval of his father, which is something that Eddie will
never receive since The Old Man is no longer living. But this struggle obviously
continues in Eddie's mind, and his refusal to relinquish this super objective is what
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weighs on Eddie and causes him to act the way he does: violently, passionately, and
without hesitation, just as before, constantly in battle-ready formation. Shepard agrees
with this; he states, "Things are volatile now because of the distance, absence, and time
apart. It could be two to three years since she's seen Eddie, and how he's opening up the
wound again, just after it had almost enough time to heal" (Mccarter, 2). Shepard has
recognized the pain May has endured being apart from Eddie and the determination in her
heart as she left their trailer for the motel room. Shepard's recognition of May's agony
and long-term pain shows his growth as a playwright, a man's man, sympathetic to the
feminine plight.
As previously stated, without hesitation, Eddie surrenders to May, and at her
request, he leaves. The stage directions state, "He rises slowly, picks up the sections of
his shotgun. He stands there looking down at the shotgun pieces for a second. May
moves slightly toward him." With these actions, May whimpers, "Eddie-" and the stage
directions continue to explain, "His head jerks up and stares at her. She stops cold." As
the attacking general, Eddie has won this battle, "You're a traitor," he retorts. Upon this
the stage directions are, "He exits left with shotgun. Slams door. Door booms. May
runs toward door." May has no options left, she screams, "Eddie!!" (31-32). May is
suddenly devastated. The strength she had with the cognitive decision she made to tell
Eddie to leave has left her and now she is an exploding well of pure gut-wrenching
emotion. According to Shepard, this interaction between Eddie and May, "is about the
impossibility of getting back together. They will never be able to be together" (Mccarter,
2). May is on a roller-coaster without breaks. She does not know how to control the wellspring of emotion that gushes from her. What causes this is Eddie calling her a "traitor."
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Obviously this name-calling tactic of Eddie' s is successful in making May regret her
decision to have him leave. Eddie is successful in pushing a "button" in May and so he
has won. He now knows that May still loves him and that was the objective of this tactic.
With the smallness of the motel room and the fact that it is built on the fringes of
the Mojave Desert, which is vast and relatively quiet, it is safe to assume that outside the
door of the motel room, Eddie can hear what transpires inside. After Eddie leaves, May
throws her body against the door of the room, she hugs the wall as she slumps down and
then slowly moves about the room, eventually sinking to her knees (32). She weeps in
complete despair as she desperately gropes for something tangible in her life. May
simply cannot take it anymore. She has said it twice now to Eddie, and this is how she
shows it. This is the violent illness that she had described to Eddie earlier in the play.
This is what happens to her when he leaves. Now we see the passion that May has for
him, and now we can grasp exactly how difficult it is for her to decide to leave him when
her feelings for Eddie are that strong, that potent. In just one and a half pages of script,
Shepard has brought May through a sweeping change of emotion. The ability that
Shepard has to show these wide emotional angles within this short time-frame and the
reality in which he captures this is simply remarkable. Any woman can tell you that we
feel these emotional roller-coasters so often in our lives and that they can happen with
just the slightest trigger. For a male playwright to capture the reality of this moment with
such authenticity without degrading her character, but instead evoking empathy for her, is
amazing. This one section of text shows how much Shepard has evolved as a playwright
for women as well as men. He applied what he knew about writing reality-based speech
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for men to a woman. The impact of this drives the next section of the play, as The Old
Man consoles his daughter.
The Old Man consoles May with a tale from their past, of when she was a little
girl. The story reminisces about a time when May was very little and their family was on
a road trip to Utah. He tells of how she was loved, by both her parents, and how The Old
Man consoled her when she was crying. The Old Man finds the humor in the story in
order to lighten up her mood. It is his intention to make her feel now the way she felt
then, loved. The tactic works, and when The Old Man tells the part of the story when
they were surrounded by cows in the darkened field, May suddenly stops rocking back
and forth on the floor; she feels better. According to Shepard, "The Old Man can be
talking to May as a child; much kinder. So the Cow Story is happening in two
dimensions: The Old Man is in the past, while May is in the present" (Mccarter, 2). The
story The Old Man tells is one that May is dredging up from her past in order for her to
console herself. In tum, The Old Man is in fact, telling the story, in his world, in the past.
The Old Man's monologue is the only evidence that exists in the text of the script to
show the love he has for his daughter. This is the only time he is soft with her in the
entirety of the play. Shepard capitalizes on this tender moment. When May is finally
feeling the slightest sense of security, Eddie enters back into the motel room.
Upon hearing Eddie outside the door of the room, May, "leaps to her feet,
completely dropping her grief, hesitates a second, then rushes to chair upstage of table
and sits. She takes a drink straight from the bottle, slams bottle down on table, leans back
in the chair and stares at the bottle as though she' s been sitting like that the whole time
since he left" (33). Eddie has now re-entered, slamming the door with a boom, with two
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steer ropes in his hands. May chooses to ignore him and instead, stares at the bottle.
Eddie, ignoring May, throws one rope on the bed and then starts to feed the other rope
into a loop, preparing to lasso the bedpost. In these brief moments, Shepard writes in a
slight reprieve for both May and Eddie. He allows them to get their wits back and to
prepare for the next round, much like a boxer in the corner of the ring after the bell rings,
ending the round, getting wiped with a towel and doused with water, spitting blood and
teeth into a bucket. Now, the battle can begin again.
Eddie decides to pay attention to May again, as he ropes the bedposts. As
previously discussed, he uses the action of lassoing the bed to intimidate May; he is
capturing the symbol of their sexuality with a symbol of his masculinity and the pact. At
this moment Eddie calls May out on her drinking, poking fun at her for "falling off the
wagon" (33). Earlier in the script May had used this information of her quitting drinking
to show Eddie how strong-willed she was without him, and now Eddie returns the favor
by illuminating her weakness. May chooses to ignore Eddie and asks him why he's
lassoing the bedposts. Eddie claims that he's doing it to stay in practice, "Little practice.
Gotta' stay in practice these days. There's kids out there ropin' calves in six seconds
dead. Can you believe that? Six and no change. Flyin' off the saddle on the right hand
side like a bunch of Spider Monkeys. I'm tellin' ya', they got it down to a science" (34).
What Shepard is really writing for Eddie in this brief moment is Eddie's weakness. He
sees himself as getting older, since he refers to his fellow competitors as "kids." Also,
Eddie clearly states that these competitors are better than him, since they can rope a steer
in "six seconds flat." In rodeo terms, the usual time is eight seconds, therefore these
"kids" are better than the traditional standards of competition and Eddie feels the need to
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improve so he can keep up. Shepard is adding a third dimension to Eddie and is allowing
a breadth of character deeper than other male characters he has created, specifically since
Eddie is exploring his vulnerability to a woman.
May decides at this moment to take advantage of Eddie's vulnerability and asks
him if he is still planning on leaving. Eddie refuses to succumb to this and fights back.
Eddie says he decided against leaving because he thought that maybe May had made up
the story about a man coming to meet her so May would "get even" with Eddie.
According to the stage directions, "[May] turns to him slowly in chair, takes a drink,
stares at him, then sets bottle on table" she then says to Eddie, "I'll never get even with
you" (34). May is showing strength in her comeuppance. She has challenged Eddie and
he is aware of this. So to take on the challenge, Eddie, "laughs, crosses to the table, takes
a deep drink from bottle, cocks his head back, gargles, swallows, then does a backflip
across stage and crashes into stage-right wall" (34). Two things have been proven by
Eddie's actions: that he wants to one-up May at every tum, by laughing at her, then
taking a longer drink and emphasizing this by gargling with the tequila; Eddie has
become intoxicated and so instead of proving his virility to May by succeeding in his
stunt-man, show-off presentation of the back flip, it backfires and Eddie slams full into
the wall. Eddie's weakness continues to show and May realizes once again, much to
Eddie's chagrin, that she has the upper hand.
May confronts Eddie for a second time with the same intention, wanting Eddie to
explain why he hasn't left. She obviously doesn't believe his last explanation that he
wants to meet his competition, the date for the evening. But this time, May instead
rephrases her confrontation. She asks Eddie if they are going to "get real mean and
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sloppy" like they used to (34). Eddie explains to May that he's been good. He hasn't
gotten this drunk in a long time, nor has he had any encounters with the law or with
women in a long time and that he's been "a pretty boring guy" so he's allowed to act like
this once in a while as he returns to roping the bedposts (34).
For a third time, May is unsatisfied with Eddie's response: she wants to know
why Eddie refuses to leave. She asks him:
May: Why are you doing this?
Eddie: I already told ya'. I need the practice.
May: I don't mean that.
Eddie: Well, say what ya' mean then, honey.
May: Why are you going through this whole thing again like you're trying to
impress me or something. Like we just met. This is the same crap you
laid on me in high school.
Eddie: (still roping) Well, it's just a little testimony of my love, see, baby. I
mean if I stopped trying to impress you, that'd mean it was all over,
wouldn't it?
May: It is all over.
Eddie: You're trying to impress me, too, aren't you?
May: You know me inside and out. I got nothing new to show you.
Eddie: You got this guy comin' over. This new guy. That's very impressive. I
woulda' thought you'd be hung out to dry by now.
May: Oh, thanks a lot.
Eddie: What is he, a "younger man" or something?
May: It's none of your damn business.
Eddie: Have you balled him yet?
(She throws him a mean glare and just pins him with her eyes.)

Eddie: Have you? I'm just curious. (pause) You don't have to tell me. I already
know.
May: You're just like a little kid, you know that? A jealous little snot-nosed kid.
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(Eddie !aught, spits, makes a snot-nosed-kid face, keeps roping bedposts.)
(34-35)
May has attempted, unsuccessfully, to get Eddie to admit that he is staying there because
he is trying to prove to her that he is still the best man. In the end, this game of theirs has
nothing to do with May's feelings for Eddie or vice versa. It is, rather, Eddie's
competitive nature. Whenever he is feeling bad about his virility he returns to May, so as
to boost his self-esteem. It's not about love, or about Eddie missing May, like he says in
the beginning, it's about confidence. What's different this time for Eddie is that May has
not boosted his self-esteem as he had planned. Instead, she crushes it. This is why Eddie
cannot leave, he needs to feel like more of a man in order to go, and instead, now, he
feels like less. May is attempting to convince Eddie to admit this to her, because ifhe
does, then she can feel secure that she's made the right decision to move on. But Eddie
does not, nor will he, and so she cannot force him to go, no matter how much she wants
him to. Their addiction for each other lies in their lack of self-esteem. They base their
self-esteem on each other; therefore, leaving each other makes them feel more vulnerable.
Both May and Eddie want to find this sense of self in other things but cannot because
they are not looking for it in the one place where they should: inside themselves, alone.
So, they revert to childish tactics of name-calling and threatening each other in order to
win their un-winnable game.
Eddie jumps at the chance to continue the game by informing May that he plans
to, "nail [Martin's] ass to the floor. Directly" (35). May makes an attempt at exiting, and
Eddie runs after her. Now they childishly wrestle each other for attention. May screams
for Eddie to let go, Eddie grabs May telling her to wait a second, and then May kicks and
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screams as he sets her down and she straightens herself. Eddie is still in his playful mood
as he promises May that he'll "back off' and "be just like a little ole pussycat" when
Martin arrives. Eddie, still joking, tells May that she should introduce him to Martin as
her brother. May doesn't play into the joke. She disagrees. Eddie compromises, still not
relinquishing the sarcasm, by telling May that instead she should say Eddie is her cousin.
Then, after Eddie meets Martin, Eddie promises he will leave. May is not yet prepared
for the encounter between past world and present world. May tells Eddie that Martin is
only a friend and so there is no necessity to meet him since he is not in competition for
her with Eddie. Eddie continues in the charade that he is only going to be innocently
meeting Martin so he can see where she "stands these days" since he can, "tell a lot about
a person by the company they keep." May states to Eddie that she is going to go to a pay
phone and call Martin and tell him not to come. Eddie feels a sense of success and tells
May, "Good. I'll pack up your stuff while you're gone." May replies, "I'm not going
with you, Eddie!" (34-35). This childish encounter has painted May into a comer.
Instead of her trying to get Eddie to admit his reasons for staying, May has now
succeeded in making Eddie feel the victor by suggesting that she'll cancel her date with
Martin. Shepard illustrates the nuances of the reality of the situation by evoking
sympathy for May empathy for Eddie. Shepard relies on the audience to recognize the
imbalance of the situation and to play the game. Though the audience wants to take sides
it is impossible because Shepard fleshes out both victor and conquered through his
language. Incomplete sentences and irregularities of natural speech suggest that these
characters are speaking with gut emotion and not with intellect. Therefore, they are real
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people. This is Shepard's brilliance as a playwright. He always returns to himself to find
the reality of the characters instead of creating reality out of nothing.
The unexpected appearance of the Countess heightens the tension created by
Eddie's victory. Now, an outside force is wielding control. Headlights pierce through the
window of the motel room, and both Eddie and May believe that Martin has arrived.
Eddie tells May to run out and blow kisses to Martin in the moonlight, and meanwhile
puts on his spurs, his "hooks" as he calls them, so he can look good for this man. May
rushes off to the bathroom to neaten herself up and then rushes back in, ordering Eddie
not to hurt Martin. Eddie tells May that he's not going to hurt him. May obviously does
not believe him by telling Eddie that "he's just an ordinary date." Eddie takes a stab at
humor by saying that he's going to turn Martin into a "fig." Eddie is amused with
himself and laughs so hard he rolls off the bed. May is frustrated, yells at Eddie to do her
just this one favor. While he agrees to do so, Eddie is not listening because he is still
amused with himself as he continues in his fits of laughter. May is frustrated, curses, and
rushes to the door, flinging it open (36-37). This bout of childish joking is an illustration
for Eddie's inability to appreciate May as a mature adult.
The headlights are not Martin's. They belong to the Mercedes-Benz owned by
the Countess. She has hunted Eddie down, just like May's mother did The Old Man, and
has followed Eddie to the motel room. The Countess has the same obsession for Eddie as
May's mother did for The Old Man years before. Shepard chooses the Countess as a
symbol of Eddie's cycle. He has followed in The Old Man's footsteps. He leads a
double life, he has two women, two homes, and if this continues, could end up with two
children, like May and Eddie, whose parallel worlds could possibly collide as theirs did.
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The Countess's character illustrates the inescapable cycle of Eddie's life. Because her
character is invisible, the power the Countess wields in the story is more mysterious and
therefore more dangerous. May is the only one in the course of the play who gets to view
the Countess in the flesh. When May opens the door, the Countess is staring at May
behind the wheel of her car. Eddie wants to doubt that May is speaking the truth to him,
and so he says that she must be mistaken, that the car is someone else's. May denies
Eddie customers at this motel would not drive a "big, huge, extra-long, black MercedesBenz" (3 7). Eddie realizes that the Countess is outside, and he grabs May away from the
door. He's afraid of what the Countess is capable of doing to either May or himself,
which gives a hint at Eddie's back-story; his relationship with the Countess must be as
volatile as his relationship with May. Eddie's fear is realized when, outside the motel
room, "the sound of a large caliber magnum pistol explodes off left, followed
immediately by the sound of shattering glass, then a car horn blares and continues on one
relentless note" (38). Both Eddie and May are so shocked by the gunfire and explosion
that they are suddenly questioning who is outside in the parking lot. Eddie is afraid of
what will happen next; he jumps up to tum off the light in the room and then pulls May
back down onto the floor. As they wrestle around, the headlights outside are flipping
from high to low beams and slashing through the window. May is now visibly upset with
Eddie. She physically and verbally attacks him. May accuses Eddie of bringing the
Countess with him, and he firmly denies it. They roll around the floor, fighting each
other (38). Eddie wants May to stay pinned on the floor, now more for her own safety
than for his ability to win. The game has taken a hiatus.
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As suddenly as it began, it all stops. The car horn stops blaring and the headlights
snap off. May starts to yell again at Eddie and attempts to get up, but Eddie is so fearful
of what lay outside the door, that he holds May down tight and tells her to "stay put"
(3 8). May is so upset by the violence that she has just encountered brought on by the
"other woman" that she yells at Eddie, "I'm not gonna' lay here on my back with you on
top of me and get shot by some dumb rich twat. Now lemme up, Eddie! " (39). It's
almost as if the Countess hears May's threat, and suddenly the sound of tires squealing
out of the parking lot are heard and the headlights flash across, showing that the Countess
has left. Eddie is very weak. He tells May to stay down and May agrees, not willingly.
They listen in the dark to see if the Countess will return. May takes advantage and starts
the game again:
May: How crazy is this chick anyway?
Eddie: She's pretty crazy?
May: Have you balled her yet? (pause)

(39)

May has decided to tum Eddie's words against him at his weakest. She uses this tactic to
gain control from him so he will release her from the floor. It works. Also, May has now
indirectly gotten Eddie to admit that he has been having an affair with the Countess.
Prior to this, he had firmly denied it. Now May knows that her fears were real. She
knows now that she has an advantage over Eddie. He has been lying to her, and now
May can use that against him. The characters use each other's words against them so
often in order to win a fight, making the characters realistic.
Eddie and May take a mild reprieve from the game as they survey the damage.
Eddie sees that the windshield is blasted out of his truck and May looks to see if the
Countess is certainly gone. Eddie is in a state of disbelief. Like many men, his truck is
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another symbol of his masculinity and independence. The strength of the man driving a
pickup truck on the vast road of the American West is what truck manufacturers have
capitalized on as their selling point for years: "Built Ford Tough." The Countess has
destroyed the symbol of Eddie's strength. While Eddie is sober in his shock, May takes a
stab at him, "Yeah, you should a' thought of the consequences before you got in her
pants," and she switches the lights back on. Eddie is still fearful of the return of the
Countess that he runs back to the switch and turns the lights back off. May is not playing
anymore. She is angry. She rushes back and pushes past Eddie, flipping the lights on
agam. They fight:
May: This is my place!
Eddie: Look, she's gonna' come back here. I know she's gonna' come back. We
either have to get outa' here now or you have to keep the fuckin' lights
off.
May: I thought you said you didn't know her!
Eddie: Get your stuff! We're getting' outa' here.
May: I'm not leaving! This is your mess, not mine.
Eddie: I came here to get you! Whatsa' matter with you! I came all this way to
get you! Do you think I'd do that if I didn't love you! Huh? That bitch
doesn't mean anything to me! Nuthin'. I got no reason to be here but you.
May: I'm not goin', Eddie.

(39-40)

Once again, both May and Eddie confront what they feel is the problem. But neither of
them has realized the reality of the problem. May is fighting for her independence from
Eddie, and Eddie is fighting for May. In reality both care only about their self-worth as
determined by the other. Eddie calls that "love," but it is actually obsession. Because
Eddie has not experienced real love he thinks that obsession and love are the same thing.
On the other hand, May thinks that she is ready to relinquish her obsession with Eddie,
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and yet she cannot escape him. Keeping May there is her feeling that if she leaves, Eddie
wins, because she will relinquish her space to Eddie. Therefore, she is still uniting her
own value with Eddie.
At this moment, when Eddie and May are at a stand-off, The Old Man speaks to
them. He says, "Amazing thing is, neither one a' you look a bit familiar to me. Can't
figure that one out. I don't recognize myself in either one a' you. Never did. 'Course·
your mothers both put their stamp on ya'. That's plain to see. But my whole side a' the
issue is absent, in my opinion. Totally unrecognizable. You could be anybody's.
Probably are. I can't even remember the original circumstances. Been so long. Probably
a lot a' things I forgot. Good thing I got out when I did though. Best thing I ever did"
(40). The Old Man is disgusted with the behavior of his children. To distance himself
from responsibility, he insults both of them by referring to them as being replicas of their
respective mothers. Like Eddie, The Old Man degrades both the women in his life to
make himself feel better; The Old Man uses this tactic on his children. The Old Man
rejects his children allowing him to ignore his own internal degradation. Now, The Old
Man, like the Countess, represents Eddie's inability to break the cycle of abuse. And,
like Eddie, The Old Man is desperate to relinquish responsibility for his part in creating
this cycle but must inevitably appear at this moment to reestablish the control that his role
in this cycle of abuse requires: it is necessary because of its familiarity. This is a defense
tactic The Old Man uses to keep himself in a role superior to his children.
The Old Man's monologue fills Eddie with primordial rage but he directs his
anger toward May, and not The Old Man making Eddie part of the cycle of the abuse. He

77
simply replaces The Old Man, continuing to degrade the women in his life rather than
look inward. Eddie coils up his steer rope and tells May what his intentions are now:
"I'm not leavin'. I don't care what you think anymore. I don't care what you
feel. None a' that matters. I'm not leavin'. I'm stayin' right here. I don't care if
a hundred "dates" walk through that door - I'll take every one of 'em on. I don't
care if you hate my guts. I don't care if you can't stand the sight of me or the
sound of me or the smell of me. I'm never leavin'. You'll never get rid of me.
You'll never escape me either. I'll track you down no matter where you go. I
know exactly how your mind works. I've been right every time. Every single
time." (40)
Eddie is angry; he is determined not to disappoint his father, by letting his father
see him weak. Eddie, therefore, must tum his anger on to May, as he has learned to do
from his father. As much as he hates his father for doing this to him, he turns into the
abuser, himself, in order to feel as ifhe is now in control. This is consequently, the
vicious cycle Eddie carries on, started by The Old Man. Eddie can not come to realize
his involvement in the cycle without realization of this fact; Eddie cannot be healed, and
therefore, remains in the cycle.
On the other hand, May has started to realize that she is trying to break the cycle,
but has not figured out yet which path to take. May tells Eddie that he needs to "give this
up" (40). Eddie refuses, yelling at her. May calmly tells Eddie, "Okay. Look. I don't
understand what you've got in your head anymore. I really don't. I don't get it. Now
you desperately need me. Now you can't live without me. NOW you'll do anything for
me. Why should I believe you this time?" Eddie replies, "Because it's true." May
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rebuts, "It was supposed to have been true every time before. Every other time. Now it's
true again. You've been jerking me off like this for fifteen years. Fifteen years I've been
a yo-yo for you. I've never been split. I've never been two ways about you. I've either
loved you or not loved you. And now I just plain don't love you. Understand? Do you
understand that? I don't love you. I don't need you. I don't want you. Do you get that?
Now if you can still stay, then you're either crazy or pathetic" (40-41). This is May's
turning point, and she realizes this and at the very moment that her father degrades her.
The Old Man's degradation and then Eddie's threats finally illustrate to May that she is
trapped in a cycle that she must escape from. May now knows that she doesn't love
Eddie. She knows that she is obsessed with him, but that obsession is not love and that
neither of them are actually in love with each other; rather, they are in love with the
obsession. May reflects on her relationship with Eddie, and she sees the parallel lives
that The Old Man and Eddie have. Eddie is repeating the mistakes of The Old Man, and
now, May has become aware. May says that she has "never been split," she has "never
been two ways" about Eddie. Similarly, The Old Man will specifically state that his love
for both Eddie and May's mothers was the same love that, "just got split in two, that's
all" (48). May is keenly aware of this, and she realizes that Eddie is doing the same thing
to her and the Countess. May has recognized the cycle that she is entrapped within and
knows that she must deny Eddie of her love if she will ever break free of this entrapment.
Her awareness will help her on her way to healing. Shepard recognizes the need for selfrealization in order to rescue the inner sanctity of the self from these abusive
entrapments.
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What remains is for May to act upon this recognition to break this cycle. But,
Shepard breaks the moment of awareness with an outside force; therefore, May is not free
yet. The cycle must continue for the moment. As May crosses the stage away from
Eddie, headlights slash across from outside the room again. Eddie panics and rushes
again to turn off the lights. He grabs May by the shoulder and yells for her to get into the
bathroom. May refuses, saying, "I'm not going in the bathroom! I'm not gonna' hide in
my own house! I'm gonna' go out there. I'm gonna' go out there and tear her damn head
off! I'm gonna' wipe her out! (She moves toward stage-left door. Eddie stops her. She
screams. They struggle as May yells at stage-left door.) "Come on in here! Come on in

here and bring your dumb gun! You hear me? Bring all your weapons and your skinny
silly self! I'll eat you alive!" (41). May has denied herself the freedom of her keen
realization by reverting back into the cycle, more used to the habit of the competition and
still attached to her emotional connections to Eddie and her self-worth that goes along
with it. Also, Shepard's emphasis on May's emotional attachment to the motel room,
calling it her "own house" suggests that May has already found emotional significance in
what the room represents for her: a breaking of the cycle. This is reinforcing the fact
that she will not leave the room, even if it is the only way for her to free herself from the
cycle of domestic violence.
At the height of the physical struggle between Eddie and May, Martin, who is the
symbol of May's independence from Eddie, bursts through the door. Martin tackles
Eddie to the floor. May rushes to the light and flips it back on. Martin is about to punch
Eddie in the face when May stops him. Martin stops, Eddie is confused and May pulls
Martin away from Eddie. May immediately begins to reinterpret what was really
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happening between Eddie and her. Instantly, Martin feels bad about his behavior and
apologizes. May explains that Eddie is her cousin. Eddie, who remains on the floor,
denies this. In fact, he calls May a liar. May tries to keep her manners about her while
continuing to deny the awkward situation that has finally revealed itself. She offers
Martin a drink and goes to the bathroom for glasses. Eddie continues, trying to prove to
Martin that May is a liar and trying to make her appear odd and undesirable, so that
Martin will leave. May returns from the bathroom, not wanting to leave Eddie alone with
Martin for too long, and starts some polite, normal conversation with Martin, again, in an
attempt to hide the situation that really exists (41-42). Martin is unaware that Eddie
exists and that this man that sits on the floor of May's motel room is really her lover and
brother. This has become May's newest obstacle, and she believes that she must keep
Eddie's true identity from being revealed. Eddie's obstacle is Martin's existence in
May's life, and Eddie' s tactic is that he must make both May and Martin feel
uncomfortable so that Martin will leave without May. Eddie is willing to reveal the pact,
the truth about May and Eddie's incestuous affair, to Martin. Eddie has prepared himself
to speak the unspeakable in order to win over his obstacle. Eddie's decision therefore is
to reveal the pact and break the cycle before May has the opportunity. This decision
leaves Eddie in control.
Eddie tries multiple times to convince Martin to leave. First, he says that May is
lying about Eddie being her cousin. Second, he calls May "weird" for keeping the
glasses in the bathroom. Later, Eddie reverses the name calling to Martin, by telling
Martin that it was Eddie's perception from Martin's comment as to why he was tardy for
his date with May, that Martin must not have wanted to take May out that evening. Eddie
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further humiliates Martin by emphasizing that, in comparison to Martin's return to the
football field to water it, Eddie had to travel much farther in order to get there. Eddie
says to Martin, "Couple miles? That's all? Couple a' lousy little miles? You wanna'
know how many miles I came? Huh?" (42). Eddie begins to intimidate Martin. May is
still on the defensive, while Eddie has taken the offensive strategy. Still, she tries to
overcome the obstacle of Eddie's determination to degrade her and Martin by playing
polite hostess in an attempt to cover up what is really happening between the three of
them. Shepard is using this series of come-uppance and avoidance between Eddie and
May's dialogue to illustrate the emotional turmoil that just the threat of revealing the pact
and breaking the cycle causes both May and Eddie. The broken sentence structure and
abbreviated words in Eddie's lines reflects the strain that both characters are
expenencmg.
May defends Eddie's behavior by explaining that they have been drinking. Eddie
denies that May has been drinking, again in an attempt to maintain control by discrediting
her behavior. Consequently, May avoids Eddie and gives Martin the glass of tequila.
Eddie continues with his offensive tactic by telling Martin it's his tequila, again asserting
control. Eddie is starting to succeed in his objective because Martin only replies, "Oh,"
showing that Martin is starting to feel out of place in this situation; he is aware that
something is amiss (42). Eddie's objective is to prevent Martin from usurping his
control.
Now that Eddie is feeling successful, he continues degrading Martin, by telling
him that he should thank the Mexicans who made the tequila and not Eddie. Then Eddie
proceeds to insult Martin more by explaining that the Californians owe everything to
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Mexico, giving Martin a little history lesson (42-43). These little attempts at sarcastic,
insulting humor are confusing to Martin who is still trying to figure out who this man is
and why he is still seated on May's motel room floor. While Eddie has Martin in a state
of confusion, Eddie decides to pry into Martin's personal life. Eddie asks, "What kinda'
people do you hail from anyway, Martin?" Eddie is more successful at his ability to pry
than he originally intended. Martin tells Eddie that he is, in fact adopted, and does not
know the answer, further emphasizing Martin's distance from an abusive cycle. But,
Eddie's excitement at this news causes Eddie to laugh suggesting that Eddie's point of
view is entirely defined by the cycle and anyone outside of that cycle he considers
inferior; Eddie now believes he can continue to humiliate Martin by insulting orphans
and those who are adopted imagining them to be more prone to problems, such as
thievery and assassination. When Martin states that he is unaware of these facts, Eddie
insults Martin's intelligence again by telling Martin he should read the papers (43).
Eddie berates Martin, in hopes that if Martin does not leave May to Eddie, then perhaps
May will reject Martin because Martin has been reduced to something May cannot
recognize. Abusers, such as Eddie, will abuse others at every opportunity in order to
improve the perception of their esteem, assuming that others see their abuse as a strength,
even though it is quite the opposite. It is a weakness.
Martin's initial reaction is to assist May. When Martin realizes that Eddie is not
longer a physical threat, Martin becomes confused, trying to decipher the reality of this
relationship and where he fits into the equation. Therefore, Martin's tactic is to become
neutral. Martin apologizes to the Eddie for knocking him down. Martin seeks out the
truth from Eddie by telling him that it was Martin's perception that May was in trouble.
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But, Eddie's reaction to this statement is opposite of what Martin expects. Eddie replies,
"She is in trouble ... She's in big trouble" (43). Now, Martin begins to worry. He feels
that he has gone against his initial intention, and that he should have gotten May out of
the situation upon his arrival, and that he should have indeed hit Eddie, even with May's
disapproval. Martin speaks directly to May now, "What's the matter, May?" (43). His
worry is clear. His anxiety has increased. Martin is seeking answers from May, whom
he believes he knows. Her body language speaks volumes as she takes a drink of tequila
and crosses to the bed to sit. Her choice to move toward the bed, a symbol of her
relationship with Eddie, indicates her unwillingness to tell Martin the truth. Martin
presses on, "How come you had the lights off?" May states to Martin that she and Eddie
were just about to leave, and Martin is in shock. He questions her, "You were?" and that
is when May realizes that this part of her lie is transparent because she was expecting
Martin's arrival. Quickly, May counters her previous statement, "Yeah - well, I mean,
we were going to come back" (43). Eddie can no longer contain his enthusiasm, since his
objective of getting Martin out of the picture with May and making them both
uncomfortable is starting to succeed, and Eddie hasn't even had to say anything for a few
moments, May is doing this completely on her own. Eddie is thrilled with this new
development. He starts to laugh and denies to Martin that they were getting ready to
leave.
Eddie recognizes his advantage and asks Martin to pass the bottle of tequila.
Eddie is still seated on the floor, allowing Martin to feel superior, while in reality, Eddie
is clearly dominant. This is a simple tactic: the dominant character stays in a position of
physical inferiority so that way the inferior, now feeling superior, will reveal information
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more readily. Many a manager does this to her subordinate. When this tactic works and
the subordinate reveals her weakness, the subordinate ultimately feels humiliated and
often punished. Had the subordinate not been feeling superior to her manager, the
subordinate would never have admitted to any wrong-doing because the subordinate
would know she was not in control. This false sense of control, leads people to admit
their faults because when people feel in control they are more willing to let their guard
down. Shepard realizes this pattern of behavior between dominant and submissive
characters. Consequently, Martin, having the false sense of superiority, is more than
willing to hand the tequila bottle to Eddie. Eddie is now leading Martin. When Eddie
confesses that he was fighting with May before Martin entered, Martin admits that he
knows that Eddie is not May's cousin, revealing that he is aware these two are probably
lovers, or former lovers.
Now Martin is seeking out the truth from Eddie, since May has denied the
revelation of the truth to Martin. Martin searches for more from Eddie asking, "What
was it about?" Eddie, who is still in control and is aware of this superiority, states to
Martin that it was about whether Martin is a "man" or a "guy." This is not what Martin
was searching for, and Eddie knows it. Eddie wants to further insult Martin by revealing
to him that May calls Martin a "man" and not a "guy." As Eddie indicated earlier in the
play, this is an insult: a "man" is a wimp and a "guy" is strong. Martin, though, is
unaware of this status of this difference in terms and is unclear as to Eddie's intentions.
May apologizes to Martin for calling him a man, and Martin, unaware of the terminology,
says that he does not mind. Eddie though completely aware of the differences in terms,
tells Martin that he is more of a "man" than a "guy" in order to insult Martin further.
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Martin is confused, and as he is trying to comprehend this, May jumps in, trying to
realize her objective, to cover up her situation with Eddie from Martin.
May's next tactic is to ask Martin if he is ready to leave with her and go to the
movies. Martin, knowing the certainty in this decision, affirms that this was his intention.
May says that she is ready to go, and quickly crosses to the bathroom to change into her
dress for the evening date (44). This provides an open opportunity for Eddie and Martin
to be alone and for Eddie to continue his pursuit against Martin while Martin seeks the
truth from Eddie.
May exits to the bathroom, Martin stares at the closed door, and Eddie stares at
Martin, grinning in satisfaction. Eddie begins his game again with Martin by asking what
movie he and May are going see. Martin states that he can't decide. Eddie insults
Martin's manhood by telling him that it's the man's job to decide the movie, no matter
what the girl wants to see, and Martin, being sensitive to May's needs, wants to let her
decide which movie they see together. This illustrates the difference between Martin and
Eddie; Eddie sees the date as an opportunity for control, but Martin sees the date as
opportunity to return affection. Eddie tells Martin that he has missed the entire point of
taking May to movies. It is not about viewing the movie but about being alone with her,
and that the movie is incidental. In fact, Eddie states, that if they wanted to, May and
Martin could stay at the motel room (44-45). This is how Eddie will start to reveal the
pact to Martin. Eddie knows that Martin is seeking the truth about Eddie and May's
relationship, and Eddie is also ready to confess. Eddie has decided that, if he must tell
the pact to another, and reveal the secret of his and May's relationship, that Martin is the
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perfect person to do this with: Martin is unassuming and is passive in nature; he will not
be as judgmental as others might under the same circumstances, or so Eddie hopes.
Eddie suggests to Martin that ifhe and May remain in the room for the evening,
they could tell stories to each other. Eddie is ready now to tell Martin a story, a very
important story, one that Eddie has needed to tell to someone else for a very long time.
Martin tells Eddie that he doesn't know any stories. Eddie's response is to tell Martin to
make up stories. Martin says that this would be lying. Eddie's response now is key to his
interpretation oflies versus reality, "No, no. Lying's when you believe it's true. If you
already know it's a lie, then it's not lying" (45). Eddie has been lied to his entire life,
from his father, from his mother, so he has no concern with continuing the pattern of
lying. Eddie lies to May, he lies to the Countess as well as other women he has affairs
with, and now he wants to lie to Martin. Ironically, this will be the one person Eddie will
not lie to.
After a long pause, Martin decides to offer Eddie help up off the floor. Again,
this serves Martin's intention. He is hoping that, in his offers of help and niceties to
Eddie, that Eddie will be appreciative and be willing to tell what his purpose is in being
there with May. Physically this is an indication of the play' s transition. Eddie does need
help from someone like Martin: passive and non-judgmental. Eddie though, refuses
Martin's assistance, instead telling him that Eddie prefers it on the ground because it
creates less tension. Martin seeks out a moment to bond with Eddie and so Martin agrees
with him by saying that being low to the ground, and lessening his tension, is why he
works as a gardener and maintenance man. The two men banter about Martin's
occupation for a moment, and Eddie ends the banter with a slight stab at humor, offering
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Martin to join him on his hands and knees on the ground next to Eddie. Martin senses the
humor, laughs, and declines (45-46).
While Eddie is in a joking mood, and seemingly more relaxed, Martin decides to
get straight to the point. Martin asks Eddie if he is indeed May's cousin. Eddie states
that he is not and tells Martin that Martin already knew this to be true. Martin is wary of
admitting that this was his understanding. Eddie is amused. Smiling, he again calls May
a liar. So Martin, this time more obtusely, asks Eddie what his relationship is with May.
Eddie, not willing to give in to Martin's line of questioning yet, turns the tables onto
Martin and tells him that he seems tense. Martin decides that this is getting him nowhere.
He knows that Eddie is playing games with him and that the possibility for truth from
Eddie is slim. Martin gets up to leave (46). This propels Eddie up from the floor. Now,
the dynamic has changed. Martin has quickly taken control, and Eddie has consciously
decided he will reveal the pact to Martin. Therefore, Eddie's original intention of
wanting Martin to leave has changed. Instead, Eddie needs him to stay so that he can
reveal the pact.
Eddie rushes to Martin and stops him at the door. Martin, in desperation, attempts
to escape out the window, Eddie stops him again, pulls him back into the room. Eddie
pulls Martin the center of the room. Eddie attempts to bond with Martin, "No, no. Don't
go, Martin. Don't go. You'll just get all blue and lonely out there in the black night. I
know. I've wandered around lonely like that myself. Awful. Just eats away at ya'. (He

puts his arm around Martin' s shoulder and leads him to table down left.) Now just come
on over here and sit down and we'll have us a little drink. Okay?" Eddie is preparing
Martin for the inevitability of revealing the pact to him. In order to get what Eddie wants
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from Martin, Eddie will treat Martin with care. Martin responds to this careful treatment
by Eddie and automatically thinks of May; this shows again, how much of a thoughtful,
caring, nice person Martin is. Martin asks if Eddie thinks May is okay in the bathroom.
Eddie, unlike Martin, is not caring and therefore states to Martin that May is fine. Eddie
does not care about May's well-being. Eddie adds that, not only is May fine, but that she
will take her time in order to torture them. Martin does not know how to respond to
Eddie's brashness, so Martin reverts to facts, "Well - we were supposed to go to the
movies." Eddie, not wanting Martin to feel emotional distance from Eddie, tries to calm
Martin down, "She'll be out. Don't worry about it. She likes the movies" (46-47). This
tactic works, and Martin begins to relax enough to finally sit at the table with Eddie.
They are now ready to bond as "guys" over drinks. This bonding will allow Eddie the
ability to relax with Martin enough that he will want to reveal the pact to him and not just
feel the need to.
When Eddie seats Martin at the table, The Old Man picks up his Styrofoam cup.
This draws the audience's attention back to the presence of The Old Man. Eddie, closer
to revealing the pact, also acknowledges the presence of The Old Man by filling up The
Old Man's cup. The Old Man and Eddie toast each other, Eddie with the bottle, The Old
Man with his cup. Martin is oblivious to this encounter. Eddie perceives this action by
his father as a blessing for Eddie to reveal the pact. Unaware of all of this interaction
between father and son, Martin continues on his quest for Eddie to reveal the truth.
Martin asks what is wrong with May. Eddie tells Martin that May is in shock because
May hasn't seen Eddie in a long time and that they've known each other since high
school. Martin pursues the situation, "And you're not really cousins?" Eddie confirms
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this. Martin continues his pursuit, "You're - her husband?" Eddie denies this. Then he
comes out with one of the two details of the pact, "No. She's my sister. (He and The
Old Man look at each other, then he turns back to Martin) My half-sister. (Pause.
Eddie and The Old Man drink)" (47). Eddie knows that he can not go back, he can only
go forward, and now he must tell the story. Martin, intrigued, encourages Eddie to go on:
Martin: Your sister?
Eddie: Yeah.
Martin: Oh. So - you knew each other even before high school then, huh?
Eddie: No, see, I never even knew I had a sister until it was too late.
Martin: How do you mean?
Eddie: Well, by the time I found out we'd already - you know - fooled around.
(The Old Man shakes his head, drinks. Long pause. Martin just stares at Eddie.)
Eddie: (grins) Whatsa' matter, Martin?
Martin: You fooled around?
Eddie: Yeah.
Martin: Well - um - that's illegal, isn't it?
Eddie: I suppose so.
The Old Man: (to Eddie) Who is this guy?
Martin: I mean - is that true? She's really your sister?
Eddie: Half. Only half.
Martin: Which half?
Eddie: Top half. In horses we call that the "topside."
The Old Man: Yeah, and the mare's what? The mare's uh - "distaff' - isn't it?
Isn't that the bottom half? "Distaff." Funny I should remember that.
Martin: And you fooled around in high school together?
Eddie: Yeah. Sure. Everybody fooled around in high school. Didn't you?
Martin: No. I never did.
Eddie: Maybe you should have, Martin.
Martin: Well, not with my sister.
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Eddie: No, I wouldn't recommend that.
Martin: How could that happen? I mean Eddie: Well, see - (pause, he stares at The Old Man) - our daddy fell in love
twice. That's basically how it happened. Once with my mother and once
with her mother.

(47-48)

That is it, the pact is revealed, and the secret has been told. Martin has been able to meet
his objective, and Eddie is willing to reveal the pact. Eddie has now perceived that his
father gives him permission to let out the family secret, and Eddie decides to do just that.
Eddie speaks plainly, simply, and without emotional attachment. As Shepard states, "The
end of the play is straightforward storytelling. It has a hypnotic, trance-like effect"
(Mccarter, 2). The point to this technique is to show the somberness of Eddie's
confession to Martin. Eddie is not shocked by Martin's reaction, and Martin's reaction,
though he is shocked, is subdued; thus, Eddie continues with his revelation. Now, Eddie
needs to finish the story for Martin, and for himself. Eddie needs the catharsis of
speaking the story to Martin rather than internalizing it. Eddie has rehearsed the story
over and over in his mind, but has never yet been able to speak it aloud.
The Old Man has a warning for Eddie though, "Now don't be too hard on me,
boy. It can happen to the best ofus" (48). The Old Man wants Eddie to tread lightly on
this subject and not to make him look bad to Martin. In the eyes of The Old Man, The
Old Man was not wrong in what he did; he was a victim of a love that was split between
two people and that could not be helped.
According to Shepard, "Martin is the witness, the vulnerable one. The audience
looks to him for guidance through this crazy story" (Mccarter, 2). Martin's vulnerability
allows Eddie to continue his confession. Also, Martin wants Eddie to continue the story.
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Martin is surprised by this as well, and, like the scene of a train wreck, he can not divert
his eyes. Martin asks if Eddie knew that May's mother existed and that May was his
sister. Eddie states that neither he nor his mother knew. But The Old Man says
otherwise, that Eddie's mother did know. Eddie repeats to both Martin, and to The Old
Man, that his mother never knew. Martin finds this hard to believe. Martin forces Eddie
to come to terms with what Martin can sense is the truth, "She must've suspected
something was going on" (48). Martin's response propels Eddie into telling the story that
he so needs to tell. Martin's tactic works, and Eddie reveals his story to Martin.
According to Shepard, "For Eddie, reliving the story becomes extraordinarily
vivid. Every detail explodes. And Martin is there to see it" (McCarter, 2). Eddie admits
to Martin that it is possible that Eddie's mother knew about The Old Man's double life,
"Well, if she did she never let on to me. Maybe she was afraid of finding out. Or maybe
she just loved him. I don't know. He'd disappear for months at a time and she never
once asked him where he went. She was always glad to see him when he came back.
The two of us used to go running out of the house to meet him as soon as we saw the
Studebaker coming across the field" (48). Shepard can't allow Eddie to admit his
mother's knowledge of The Old Man's affairs, so that Shepard can give this privilege of
revelation to May later on in the script. Instead, Shepard wants Eddie to foreshadow this
as a truth, without admitting it. This will help Shepard earn the ending of the story, when
May gets to reveal the truth about Eddie's mother to The Old Man herself.
Shepard's use of monologue instantly changes the dramatic structure of the play.
Now, the thematic content of the script has shifted from beat changes, which are actiondriven, to poetic story-telling in order to illustrate that now the pact will be revealed.
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Eddie must tell his story about how he walked with The Old Man to May's mother's
house. Eddie tells Martin how The Old Man would disappear for long stretches and then
suddenly return again, how this went on for years, until one day it just stopped. Then,
The Old Man would go on long walks in the dark. Martin wants to know where The Old
Man was going. Eddie says, "Just walking." The Old Man interrupts, "I was making a
decision." The Old Man was deciding on which woman he should be with, and ifhe
could continue leading a double life. Eddie then proceeds to get Martin up onto his feet
and they walk around together, Eddie pulling Martin. Now, Eddie paints the picture for
Martin, telling Martin about the one time The Old Man allowed Eddie to go with him.
Eddie describes the details of the walk: their feet sinking into the fresh powder of newly
plowed fields, the depth of the darkness, such that Eddie couldn't see The Old Man, the
white owls swooping, hunting jackrabbits, the sight of a drive-in movie starring Spencer
Tracy speaking to a woman in a red dress, the Mexican migrant workers at the local
liquor store, and the sight of May's mother's house, after walking through town, the little
white house with the red awning (49-50). As we have seen previously, with Wesley's
description of Weston coming home drunk at night in Curse of the Starving Class,
Shepard draws the audience into this world of Eddie's past. The purpose of this
monologue is to illustrate how much effort it takes for Eddie to reveal the pact to Martin,
especially while his father is present in Eddie's mind's eye. If Eddie breaks the pact, then
The Old Man will pass judgment on Eddie, and this final judgment of The Old Man's has
Eddie fearful of what the repercussions might entail.
Shepard brings the reality of Eddie's walk with The Old Man to the present reality
of the motel room. When Eddie describes May's mother as a, "real pretty woman with
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red hair" who throws herself, crying, into the arms of The Old Man, kissing him all over,
slowly, May opens the bathroom door, she is also in a red dress, ready for her date. But
Eddie is unaware that May is there. Eddie describes the exact moment he saw May for
the first time, "And then through the doorway, behind them both, I see this girl. She just
appears. She's just standing there, starting at me and I'm staring back at her and we can't
take our eyes off each other. It was like we knew each other from somewhere but we
couldn't place where. But the second we saw each other, that very second, we knew
we'd never stop being in love" (50). Now the two worlds are ready to collide. May
enters, strong and independent, ready to take on all of the men, as Eddie ends the story
that he so desperately needed to tell, by revealing the pact to an outsider. May is now her
own woman and Shepard allows her to find her strength for this independence from men
in her life through Eddie's story. The truth is what Martin has been after, what Eddie has
just revealed, or so he thinks, and what May is going to clarify for all of them, now.
May slams the bathroom door with a boom and they are all brought back into the
present. May yells at Eddie and tells Martin that the whole story is something Eddie
imagined, and it's all a lie. Eddie calmly tells Martin that May is ashamed of this truth.
Martin is defensive about his listening to Eddie's story. Martin tells May that he didn't
know she could hear them from the bathroom. May says she heard the whole story, and
she's heard Eddie tell it a thousand times, and it always changes. Eddie says, "I never
repeat myself." May rebuts him, "You do nothing but repeat yourself. That's all you do.
You just go in a big circle" (51). Now May has stated a part of the pact that Eddie didn't
reveal: that this is a never-ending cycle that always repeats until someone has the
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courage to break it. Eddie does not see this part of the pact, is not aware of it, or doesn't
want to be aware of it, and so he denies its existence.
Martin attempts to leave. Eddie screams, "NO! You sit down." Martin sits.
Eddie's violent side becomes apparent to Martin now. Eddie leans in to Martin quietly:
Eddie: Did you think that was a story, Martin? Did you think I made that whole
thing up?
Martin: No. I mean, at the time you were telling it, it seemed real.
Eddie: But now you're doubting it because she says it's a lie?
Martin: Well Eddie: She suggests it's a lie to you and all of a sudden you change your mind?
Is that it? You go from true to false like that, in a second?
Martin: I don't know.
May: Let's go to the movies, Martin.
(Martin stands again.)
Eddie: Sit down!
(Martin sits back down. Long pause.)

(51)

Eddie and May are back in the battle for control. But this time, Martin is their pawn
against each other. Eddie wants Martin to stay so as to prove that Martin is on his side
and that he believes Eddie's story is true. May wants Martin to leave with her, to prove
to Eddie that his story was a lie and that Martin knows it could never be true. Martin is
stuck, unsure ifhe should go or stay. He wants to go with May because he'd like to still
have their date and to leave the situation. Martin though, dares not leave because he is
now afraid of the physical harm that Eddie could inflict upon him. Martin is stuck.
May tells Eddie that she and Martin are leaving for the movies. Eddie tells May
that no one is leaving until he finishes his story (51). Eddie feels that his story is not yet
completed and that he is not yet vanquished from the power of the pact. This need to be
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free of the pact takes precedence for Eddie, and he refuses to let May and Martin leave.
Eddie convinces Martin that he wants to hear the rest of the story. The Old Man, in an
aside, states that he can't wait to hear the end as well (52). This statement from The Old
Man leads the audience into thinking that Eddie's story is not entirely true, like May
claims. Shepard is suggesting that the nature of the truth is unclear and that both May
and Eddie's versions of the truth have pieces of the truth included in them, but just like
anyone's memories, they fade over time, and details of the memory shift and redirect
focus, normally in the favor of the storyteller. The Old Man's version and May's version
of the story may be different because they are seen from a different perspective, but that
does not make this story any less true, for the truth is in the mind of the beholder.
May confronts Eddie about his desire to finish his story. She wants to know what
the point is. Eddie says, "It's absolutely pointless." May wonders why, if it's all
"bullshit," everyone is listening to it; she doesn't want to hear it. Eddie calls her out on
this, "I know you don't wanna' hear it" (52). May refuses to take any more stabs to her
integrity from Eddie. According to Shepard, "May's story brings the axe down. It is the
story she does not want to tell, but it is inevitable in this moment, she must, she has to
now" (Mccarter, 3). May is ready to reveal the rest of the story, the whole story, from her
perspective, what, she believes, is the truth. May tells Eddie that he has "it all turned
around" and that he doesn't "even know which end is up anymore." The Old Man panics
in the face of this revelation and asks Eddie what May knows. Eddie tells him that she
knows nothing. May challenges Eddie, "You want me to finish the story for you, Eddie?
Huh? You want me to finish the story?" Now the whole scene shifts. May is in the
spotlight, the men are darkened. As May crosses toward The Old Man during her
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storytelling, the light comes up on him as well so the audience can see his reaction to this
revelation (52). The purpose of this is to emphasize how The Old Man is emotionally
affected by May's revelation of the pact, and how her version of this story paints a very
negative picture of The Old Man and his relationship with both May and May's mother.
This time, Shepard provides the female perspective to the story. May reveals that
the woman with the red hair, May's mother, is more than a pretty woman. She is
obsessed with The Old Man. Yet, The Old Man and Eddie don't realize the extent of
May's mother's obsession. She followed The Old Man from town to town "hunting for
him," seeking out clues that he may have left behind indicating where he was going. But,
for her, these clues were never enough. The Old Man left only the back of a matchbook
or a postcard. May's mother "hounded him for years" because she knew she was his
secret. As much as The Old Man tried to distance himself from her, she would draw
closer to his real life, his world. That's when The Old Man began to panic, because his
dual lives get closer to each other and may run into each other. May says, "The more
filled with terror that the two lives would find out about each other and devour him
whole. That his secret would take him by the throat."
May's mother did eventually find The Old Man. May's mother knew she was
trespassing, so she gripped onto May's hand, and almost crushed the bones. The two of
them spent the whole day looking through people's windows trying to find The Old Man,
and they did. Eddie, The Old Man, and Eddie's mother were at the table eating fried
chicken. At this point, The Old Man gets suddenly very defensive and speaks to Eddie,
"Boy, is she ever off the wall with this one. You gotta' do somethin' about this." May is
not distracted by the interruption. She has a debt to settle with The Old Man, and now
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she is ready to do it. May describes how The Old Man left about two weeks later and that
May's mother "turned herself inside out" as if grieving a death. May, on the other hand,
was feeling the opposite emotion as her mother: she was in love, with Eddie. May was
filled with joy while her mother was filled with despair. May feels regret now, though.
May says, "I didn't even feel sorry for her. All I could think of was him." Now, May
knows that feeling of despair and loneliness, and she regrets her lack of sympathy toward
her mother. The Old Man attempts to interrupt her again as he speaks to Eddie in
desperation, "She's getting' way outa' line, here," but May continues on. May speaks
about how Eddie couldn't stop thinking of her either and how the two of them would
have to be taken to the doctor because of how they wquld become violently ill if they
were apart. Eddie's mother was unaware of what the illness was, but May's mother was
keenly aware. She was so aware that when she went to Eddie's mother to tell her what
had happened and who May was and who May's mother was, Eddie's mother, "blew her
brains out. Didn't she Eddie? Blew her brains right out" (53-54). This is the last
remaining part of the pact that Eddie and May have been hiding, that the two of them feel
as though it is their fault that Eddie's mother committed suicide. In the mind of a child,
the child blames itself for the crises that occur. According to Shepard, "Regarding May's
decision to tell the secret of Eddie's mother's suicide: there is a sense of destiny; things
have come down as they have to; it is the inevitability of it all. It is the 'Greek shit' as
Sam calls it. Cards have fallen exactly as they were played" (Mccarter, 3). May, as an
adult, who is coming to terms with the poisons of her past, has come to realize this. May
is confronting The Old Man with this painful reality, and he has difficulty accepting this.
The Old Man yells to Eddie that this never happened, and if it did, no one told him about
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it. The Old Man tells Eddie that it's Eddie's job to represent The Old Man and his side of
the story since The Old Man can't do it himself. But, just the opposite occurs. Eddie
tells The Old Man, "It was your shotgun. Same one we used to duck-hunt with.
Browning. She never fired a gun before in her life. That was her first time." The Old
Man is struck with disbelief, "Nobody told me any a' that. I was left completely in the
dark." Eddie confronts his father with reality, "You were gone." The Old Man stands up
for his innocence, not wanting to admit his part of the guilt, "Somebody could've found
me! Somebody could've hunted me down. I wasn't that impossible to find." Eddie still
states the fact, "You were gone." The Old Man rebuts, "That's right, I was gone! I was
gone. You're right. But I wasn't disconnected. There was nothing cut off in me.
Everything went on just the same as though I'd never left. (to May) But your mother your mother wouldn't give it up, would she?" (55). This is it. It is done. May has
spoken the pact, Eddie has agreed to the truth of it, and The Old Man is left, finally, to
feel as the victim feels. After so many decades of victimizing, he is now being served his
sentence, to know that his behavior caused his wife's suicide. May delivers this truth
with poetic keenness, and Eddie keeps his acknowledgement of this truth so simple and
pointed. Eddie's sadness by hearing of his mother's suicide again, that he becomes
emotionless and paralyzed. Eddie responds to The Old Man in simplistic, repetitive
phrases.
The Old Man is fuming with anger toward May for her condemnation. He crosses
out of his area of the stage to her and yells at her that it was all her mother's fault for
drawing herself to him, that he was not to blame, and is therefore innocent in all of the
events of his life. The Old Man states that he told May's mother that he was a married
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man, and that she wouldn't listen to him, and that she opened up her heart to him. He felt
that he couldn't refuse her because she loved him that much, "We were completely
whole." Eddie and May cross toward each other during this speech of their father's.
They are aware that their lives are the same as their parents. They stare at each other, and
The Old Man yells to Eddie that he needs to bring May over to their "side." Then he
plainly yells at Eddie to keep away from May and that they can't come together and join
forces against him because The Old Man has no one now, "I got nobody now! Nobody!
You can't betray me! You gotta' represent me now! You're my son!" (55). This is the
first time that Shepard has The Old Man state who he is in relation to Eddie, and
therefore, to May. The assumption is that this is true, but this is the first truth spoken by
The Old Man throughout the entirety of the play. The Old Man could not state this truth
without having been backed into a comer the way he has been now.
Eddie and May embrace and kiss, despite The Old Man's protests. The
Countess's headlights return and the sound of a collision, glass, and an explosion are
heard and seen through the motel room window. There is the sound of horses screaming
and galloping around on the pavement outside the room. The fire continues as May and
Eddie keep holding each other. Martin is the first one to move, he looks through the
blinds and then breaks the silence:
Martin: (upstage at window, looking out into flames) Is that your truck with the
horse trailer out there?
Eddie: (stays with May) Yeah.
Martin: It's on fire.
Eddie: Yeah.
Martin: All the horses are loose.
Eddie: (steps back away from May) Yeah, I figured.
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May: Eddie Eddie: (to May) I'm just gonna' go out and take a look. I gotta' at least take
a look, don't I?
May: What difference does it make?
Eddie: Well, I can't just let her get away with that. What am I supposed to do?

(moves toward stage-left door) I'll just be a second.
May: EddieEddie: I'm only gonna' be a second. I'll just take a look at it and I'll come right
back. Okay?

(56)

Martin's interruption has broken the moment between May and Eddie. They have now
had their moment of truth and revelation, the pact is now broken, there is nothing keeping
them together anymore. According to Shepard, "And then Eddie leaves, 'He can't help it
- he has to do it" (Mccarter, 3). May knows that she has not won, and Eddie knows that
he has not won either. But unlike May, Eddie wants to continue on his cycle, he wants to
confront the Countess about her collision with his truck and the violence. May, on the
other hand, is not ready for Eddie to leave. Now that the truth has been spoken and the
pact broken, she wants more time with Eddie. May wants her time with Eddie, but Eddie
is ready to move on.
Eddie exits the room, and May watches for a moment. Then, she goes to the bed,
gets out her suitcase and packs her things from the bathroom. Martin watches her and
asks ifhe can help, or if she needs a ride. Then, Martin gets to the point, "Are you going
with him?" May stops and "straightens up". She tells Martin, plainly, as Eddie told The
Old Man, "He's gone." Martin tries to soften the blow, "He said he'd be back in a
second." Again, like Eddie to The Old Man, May tells Martin again, plainly, "He's
gone." May leaves, and Martin watches her through the open door. The Old Man
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crosses back to his chair. He points again to the picture of Barbara Mandrell that doesn't
exist and re-iterates that fantasy is more real than reality, "Ya' see that picture over there?
Ya' see that? Ya' know who that is? That's the woman ofmy dreams. That's who that
is. And she's mine. She's all mine. Forever." The Old Man rocks in his chair as the
lights fade and Merle Haggard's I'm the One Who Loves You plays up softly to a larger
swelling volume and the fire glows outside the motel. Shepard has found the intimate
poetry of the potent moment. He has created the emotional vibrancy and depth of each of
these characters and left the audience wondering, what happens next. This question is
left unanswered, yet as an audience we feel the responsibility to answer it. Many will
believe that May leaves with Martin and never returns to Eddie. Others believe that their
cycle continues even after the pact has been broken; the cycle is more potently powerful
than the pact. The only certainty is that The Old Man is a manifestation of the power of
both May and Eddie's emotional struggle, and The Old Man still lives in their versions of
the past: a fantasist to the end.

Creative Influences

As a child of domestic violence, Shepard escaped his daily life through creativity:
sometimes with structure, like reading, sometimes without, like stealing. Shepard spent
time reading once he realized that books could be a viable escape from this daily strife. It
is this reading that propelled Shepard into becoming such a writer. Shepard was able to
adapt what he learned from reading l 950's and 1960's beat poetry by both Lawrence
Ferlinghetti and Jack Kerouac, and meld it to his own style. Shepard was a teen, coming
of age, in the 1950's and 1960's when both Ferlinghetti and Kerouac were current
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popular writers. Much like Shepard, both authors were on the fringes of society and
found their literary style rooted in Buddhism. There are no references to suggest that
Shepard is a Buddhist, but he has stated that Ferlinghetti and Kerouac were strong
influences on his writing style. Shepard was interested in the beat poetry of both
Ferlighetti and Kerouac, but did not seem to be skilled at writing poetry himself.
When he arrived in New York City, plays had become more of Shepard's outlet
and he began using this beat poet influence to create his work as a playwright (Shewey,
31-32). Ferlinghetti's book, The Secret Meaning of Things, is a compilation of six poems
written between 1966 and 1968. One of these poems, All Too Clearly is reminiscent of
Wesley's monologue in Curse of the Starving Class Act I, Scene 1, pages 7-8. All Too

Clearly reads much like a run-on sentence, a continuous thought connected by concrete
images. For example, in the beginning of the poem Ferlinghetti writes:

A touch of old surrealism today
at a stoplight in La Jolla
Lotte Lehmann
on the car radio
singing in German 1919
sounding like an old newsreel
of a drowning Valkyrie
A Blue Rider appears & the light changes
to tomorrow on the blue grass
of Reinhard Lettau's backyard
listening to Marlen Dietrich moan
"Jonny" she sings in smoky German
"Jonny when your birthday comes
I'll be your guest all night
Jonny I love you so much
If you only had a birthday every day
How about coming some afternoon at half past four?"
During the song I go to the phone
and call my half sister
We have never been very close
yet we have
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I make a date for lunch
and the song ends
in a Berlin cellar
Reinhard in his Jean-Paul Sartre glasses
and Veronique his Berlin chick
with the deep black eye-circles and a Mao Tse Tung button
go with me for lunch
to a straight seafood place
near the airport (20-21)
In this poem, Ferlinghetti is able to combine sensory images of being a submarine
crewman in World War II, stationed in France during the Normandy invasion and in
Nagasaki, Japan after the atomic bomb fell with his disdain in the necessary task of
meeting his half-sister for a lunch date, and his interest in the Marxist-Leninist Chinese
emperor Mao Tse Tung (Mao Zedong), ruler from 1949-1976, as well as a Nazi General,
a Marxist poet and a popular 1940's German singer. Ferlinghetti's creative ability to
blend these diametric opposites and still create a coherent thought pattern that can be
easily comprehended is incredible. Shepard uses Wesley's monologue from the
beginning of Curse of the Starving Class in much the same way. Shepard is able to
combine the sights and smells of rural, central California with the stressors of Wesley's
character, creating a coherent pattern of thought. Shepard's playwriting hence becomes
poetry that co-exists with storytelling and character development.
Jack Kerouac's poetry was more strongly influential on Shepard's writing style.
Kerouac's Haiku poetry from Book ofHaikus has subject matter as well as writing style
that is strongly linked to the topics of Shepard's family plays, for instance:
Autumn nite my mother cuts her throat

(130)

Autumn nite my mother remembers
my birth

(131)
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The little sparrow on the eve drainpipe
My heart flutters

(131)

I gotta make it in terms/that anyone can understand/
Did I tell ya about my nightmare?

(131)

Walking down the road
with Allen
--- An old dream
the same dream.

(133)

Brokenback goodshit
Heap bigshot
among the Birchtrees.

(133)

Spring evening --hobo with hard on
Like bamboo

(144)

The fly, just as
lonesome as I am
In this empty house

(181)

The other man, just as
lonesome as I am
In this empty universe

(181)

The Autumn haikus reflect the feelings Kerouac had for his mother. In the first,
he remembers her slitting her throat; in the second, she is remembering his birth. This
chronology suggests that the mother is the bringer of death most importantly, and then
she is the giver of life, a reversal of what is considered to be the traditional role of
motherhood. This is similar to Shepard, who views women, mothers specifically, in the
same light. For instance, in Fool for Love, May states "Eddie's mother blew her brains
out. .. Blew her brains right out" (54), suggesting the mother as the bringer of death.
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Eddie's mother's suicide overshadows the years of raising and possibly, loving, Eddie.
These years become insignificant.
The haiku about the sparrow shows the vulnerability evident in the most
insignificant detail. People, like the sparrow, are vulnerable creatures. Shepard creates
the same emotional connection in Foo/for Love when the Countess arrives outside the
motel, initially both Eddie and May think that it is May's date, Martin. They both see the
headlights come at the motel, which causes May to jump up from Eddie and rush to the
window, and causes Eddie to laugh aloud, since he is gleefully anticipating this man's
arrival so as to vanquish himself against Martin. When May asks Eddie what he's doing
when she sees him putting on his spurs, Eddie replies "Puttin' my hooks on. I wanna'
look good for this 'man.' Give him the right impression. I'm yer cousin, after all" (36).
Eddie is obviously nervous and excited about meeting his replacement and wants to be
fully prepared. Shepard shows Eddie's vulnerability through his nervous reaction to
another man's arrival.
Kerouac's fourth haiku, about the nightmare, links strains of thought by adding
punctuation where it would not normally occur. In his other haikus, Kerouac separates
two similar thoughts by a comma and starts a new thought by beginning a new line. With
this haiku, he uses the slash to show how these thoughts are all interconnected, reflecting
the nightmare: many interconnected thoughts create one conclusive negative dream
experience. Similarly, Shepard's The Old Man in Foo/for Love first reflects about
Barbara Mandrell. To him, Barbara Mandrell is his wife. She is the ideal woman.
Therefore, The Old Man has created this connection to Barbara Mandrell in his mind. He
says to Eddie, "Take a look at that picture on the wall over there. Ya' see that? Take a
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good look at that. Ya' see it? ... Ya' know who that is? ... Barbara Mandrell. That's who
that is. Barbara Mandrell. You heard a' her? ... Well, would you believe me ifl told ya' I
was married to her? ... Well, see, now that's the difference right there. That's realism. I
am actually married to Barbara Mandrell in my mind. Can you understand that? ... .I'm
glad we have an understanding," (27).

The repetition of the name Barbara Mandrell

illustrates that The Old Man is obsessing over her, while incomplete sentences suggest
the fragmented, dreamlike thought-process of The Old Man as he fantasizes about
Barbara Mandrell, just as Kerouac's slashes between connected thoughts in the nightmare
haiku.
Kerouac's fifth haiku is reflective of a dream as well about walking. Shepard
mimics Kerouac's technique in the monologue Eddie has toward the end of the play
about walking with The Old Man. Eddie reflects to Martin, and consequently, to his
father, about the time that they walked together to May's mother's house. Eddie reflects
on it as if a dream. Eddie has not, according to May later on in the play, remembered the
action accurately and has blurred the images together. Eddie has, therefore, created a
fantasy about walking with his father, just as The Old Man has created the fantasy about
Barbara Mandrell. Eddie tells Martin, "We walked straight out across the fields together.
In the dark. And I remember it was just plowed and our feet sank down in the powder
and dirt came up over the tops of my shoes and weighed me down. I wanted to stop and
empty my shoes out but he wouldn't stop. He kept walking straight ahead and I was
afraid of losing him in the dark so I just kept up as best I could. And we were completely
silent the whole time. Never said a word to each other. We could barely see a foot in
front ofus, it was so dark" (49). Shepard again, as with The Old Man's speech about
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Barbara Mandrell, uses fragmented as well as run-on sentences to establish Eddie's
dream-like state. He is fantasizing about his walk with The Old Man, embellishing as he
stops and starts his sentences improperly. This reflects normal speech patterns, one of
Shepard's traits as a writer, reflecting in tum, nuances in speech patterns, making the
characters more realistic.
The sixth haiku selected, beginning with "Brokenback," is reminiscent of the
beginning of Fool for.Love. Kerouac is connecting words that seem more like an attack
than a semi-coherent thought. He connects "Brokenback" and "goodshit" combining four
words into one, to make them more potent, almost like gunshots. Then he continues with
what sounds like an accusation, "Heap bigshot among the Birchtrees" (133). This is
similar to what May says to Eddie in the opening moments of the play. May accuses
Eddie of having an affair with the Countess. She does this in an unusual way,
commenting on the smell of his fingers rather than making him account for where he's
been. Shepard does not connect two words to create one, but he does make single words
and simple sentences sound like gunshots. May and Eddie yell to each other (22):
May: You smell.
Eddie: I smell.
May: You do.
Eddie: I been drivin' for days.
May: Your fingers smell.
Eddie: Horses.
May: Pussy.
Eddie: Come on, May.
May: They smell like metal.
Eddie: I'm not gonna' start this shit.
May: Rich pussy. Very clean
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Eddie: Yeah, sure.
May: You know it's true.
Eddie: I came to see if you were all right.
May: I don't need you!
Eddie: Okay. (turns to go, collects his glove and bucking strap) Fine.
May: Don't go!
Eddie: I'm goin'.
May: Don't go!!!
As Shepard reaches a crescendo, his sentences have fewer words in them and are
peppered with exclamation points. The characters' language is like gunshots, meant to
sting. Like Kerouac's poem, the language suggests an attack. Shepard's begins of Fool
for Love with a stylistically similar attack: we feel as though something potent has
happened but we aren't sure what the details are and where this attack is leading to just
yet. We are only starting our journey with these characters and we have definitely
walked in on something personal and emotionally distressing.
The seventh selected Kerouac haiku, about a hobo with a hard-on, is reminiscent
of the time that Kerouac traveled on the rails with the hobos, exploring America. He
refers to bamboo as a way of tying his Buddhist bohemian lifestyle to the experience of
the American male. Connected to the life of adventure, like the hobo hopping the rails,
and how this life of adventure is sexually enticing to the male. Kerouac connects sex with
adventure, as so many more have done before and after. Men love sex. Men love
adventure. Men love sexual adventure. This is also Shepard's philosophy and is evident
in every play he has written. In Fool for Love, Shepard gives the role of male adventurer
to both Eddie and The Old Man, one the younger version of the other. Eddie is the rodeo
cowboy who lives on the road, traveling with the circuit. He "keeps" May, his steady
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relationship, at home, and has affairs while on the road, most recently with the Countess.
Eddie's sexuality is represented by the bucking strap. He massages the strap throughout
the introductory moments of the play as he speaks to May, curled in a fetal position on
the bed. Eddie massages the bucking strap with his glove and resin to keep it soft and
supple so he can hold onto the bucking bronco longer and possibly break the necessary
time of eight seconds. But it is also a sexual reference to what he wishes he was doing to
May at the moment. Eddie is fantasizing, through his actions, about massaging May and
making her supple, like the strap. This symbol of sexuality was one that I cut out of the
script during my production since it did not fit the flow of how I restructured the
introductory moments of the play, as I will touch on in Chapter Five. Eddie has returned
from a long stint on the road with rodeo, his adventure, expecting to find May at home
ready for him, ready for sex. Instead, May is not at home, and in fact, has packed up and
moved out, ready to start a life without Eddie. In the opening moments of the play, we
see that Eddie has found May and has taken control of May, both physically and
emotionally, just as he is manipulating the bucking strap (20).
Another symbol of Eddie's sexuality is the shotgun. Eddie rushes out of the
motel room and storms back in with the shotgun and a bottle of tequila. The gun is a
traditional metaphor for male sexuality both phallic and violent. When Eddie brandishes
the gun, he is attempting to intimidate May out of her date with Martin, by degrading
Martin and threatening his safety (28-30). Shepard has Eddie dismantling the gun as he
and May discuss their pact. He takes it apart as May berates him for consistently leaving
and returning into her life without warning, expecting her to drop everything for him and
to wait for him to return. As May fights with Eddie about the pact they have to keep their
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family secret about their incestuous relationship, his gun is dismantled representing
Eddie's emasculation by May (30-31).
The final symbol of Eddie's sexual prowess is his lasso. Again, he leaves the
room and rushes to his truck, returning with the lasso, bucking strap, and spurs. Like
Kerouac's bamboo, the lasso is the symbol of Eddie's virility. The lasso starts loose,
flaccid, when first cut off the spool, but as it gets used more and more it tightens up and
is able to capture his prey, be it the calf, the steer, or his women. In this instance, he uses
the lasso to capture the symbol of sexuality that has dominated the stage the entire play:
the bed. Eddie does this with complete precision. As the stage directions notate, "He
spins the rope above his head in a flat horn-loop, then ropes one of the bedposts, taking
up the slack with a sharp snap of the right hand. He takes the loop off the bedpost,
rebuilds it, swings and ropes another bedpost. He continues this right around the bed,
roping every post and never missing" (33). Eddie is deliberate and aggressive in his

execution of the lasso around the bed reflecting Eddie as a lover. He is strong and
precise. May's reaction to this is to drink shots of the tequila that Eddie brought with
him, so she can numb away her feelings of arousal for Eddie. Martin's arrival diminishes
after Eddie's strength as illustrated in the lasso scene; Eddie begins to lose his
masculinity, when his competition arrives.
The final two haikus of Kerouac's, about being lonesome, are Kerouac's
reflections on his life. When he was writing the haikus he was also in the midst of
writing The Dharma Bums, from about November 1956 to December 1957, and was
living in a small home Orlando, Florida, trying to stay as secluded as possible. Kerouac
must have had many moments that he had wished he could be the fly on the wall, alone in
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the room, so as to complete his work uninterrupted. But, like the man in the second
poem, being secluded only led to loneliness and a feeling of desolation in a vast universe.
For Shepard, these poems are reflective of how The Old Man feels. The Old Man is the
perpetrator of this pact that needs to be kept between May and Eddie. He feels
responsible because he led a double life, fell in love twice and let himself partake in both
loves at the same time, he led Eddie to May's home when The Old Man was searching
for May's mother, allowing May and Eddie to meet, fall in love, and become tangled in
an incestuous affair.
During the course of Fool for Love The Old Man is stuck in a surreal state. He
has no direct physical power over the action of May, Eddie, or Martin. Martin does not
even realize The Old Man is present because, for Martin, The Old Man has no influence.
The Old Man is isolated during the course of the play, a condition that reflects his life on
the road, in his younger days. This is what drives The Old Man to allow himself to have
relationships with other women besides Eddie's mother, whom he married. The long
periods of emptiness are filled with other women, one of them being May's mother.
Similarly, Kerouac's last haiku is speaking directly to his own loneliness in the world
around him. He feels like so many men before him who have been unsatisfied with their
lives and felt unfulfilled. Foo/for Love is reminiscent of this haiku: The Old Man is
speaking directly to Eddie who inherits The Old Man's role as lonely wanderer. Eddie is
the second generation of lonely men in the family. He is the next world-traveler, away
from home for extended periods of time. But this time, May is in the role of Eddie's
mother, Eddie's first love, and the Countess is in the role of May's mother, the new-
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found love-affair. The Countess, a reflection of May's mother, seeks Eddie out, follows
him to May, to see who her competition is and to see who won Eddie's heart first.
Kerouac's haikus are an illustration of how Shepard mimics Kerouac's style and
subject matter. The abbreviated sentence structure and inward reflection of their family
dynamics make not only Kerouac but also Ferlinghetti influential to Shepard. He was
able to construct these fragmented sentence structures with poetic tendencies into his own
playwriting style. This style creates strength in his characters and gives them a natural
vocalization. This allows his audiences in response to become involved in the momentby-moment action, becoming attached to his recognizable characters. We become
attached to the characters' reality while we exist in the world of the play. Once Shepard
has created his world on paper, it is now the duty of the director to collaborate with her
design team and actors to give life to this world and honor the world the playwright has
created.
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Chapter Three

"You do nothing but repeat yourself. That's all you do. You just go in a big circle."
"May", Sam Shepard, Fool for Love
The design concept began with the quote above. The cycles in the lives of the
two main characters, May and Eddie, are central to the intent. The impact that the
poisonous cycle of domestic violence, instigated by their father, The Old Man, has played
in the lives of these two characters must be physically expressed to the audience. The set
and costuming descriptions that Shepard outlines are realistic, in juxtaposition to
Shepard's techniques of surrealism, as represented in the existence of The Old Man, the
large booming sounds that amplify the emotional tension of the characters as they react to
each other, and the sudden dramatic changes in light, Shepard intrinsically combines
these two styles to create the sense of realistic emotional tension and surrealistic
intellectualism to fully express the emotional density of his material.
Shepard's design description is explicit in its detail:
Stark, low-rent motel room on the edge of the Mohave Desert. Faded green
plaster walls. Dark brown linoleum floor. No rugs. Cast iron four poster single
bed, slightly off center favoring stage right, set horizontally to audience. Bed
covered with faded blue chenille bedspread. Metal table with well-worn yellow
Formica top. Two matching metal chairs in the fifties 'S' shape design with
yellow plastic seats and backs, also well-worn. Table set extreme down left (from
actor's p.o.v.). Chairs set upstage and down right of table. Nothing on the table.
Faded yellow exterior door in the center of the stage-left wall. When this door is
opened, a small orange porch light shines into room. Yellow bathroom door up

114
right of the stage-right wall. This door slightly afar to begin with, revealing part
of an old style porcelain sink, white towels, a general clutter of female belongings
and allowing a yellow light to bleed onto stage. Large picture window dead
center of upstage wall, framed by dirty, long, dark green plastic curtains. Yelloworange light from a streetlamp shines thru window. Extreme down left, next to
the table and chairs, is a small extended platform on the same level as the stage.
The floor is black and it' s framed by black curtains. The only object on the
platform is an old maple rocking chair facing upstage right. A pillow with no
slipcover rests on the seat. An old horse blanket with holes is laced to the back of
the rocker. The color of the blanket should be subdued - grays and blacks.
Lights fade to black on set. In the dark, Merle Haggard's tune 'Wake Up' from
his The Way I Am album is heard. Lights begin to rise slowly on stage in the
tempo of the song. Volume swells slightly with the lights until they arrive at their
mark. The platform remains in darkness with only a slight spill from the stage
lights. Three actors are revealed" (19-20).
This attention that Shepard gives to the detail of the sets, lights, and sound design of the
opening moments illustrates the attempt at realism. Shepard is attune to the fact that if
the audience believes in the reality of the scene, then they will be more likely to accept
the believability of the dramatic moments and will become more emotionally involved in
the lives of the characters. Unlike Shepard' s plays prior to the family plays in which he
sacrificed reality so that the audience would remain emotionally detached in order to
develop a more intellectual viewpoint, Shepard wants his audience to become actively
and emotionally involved in these characters' lives. Shepard now capitalizes on the fact
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that reality equals believability and, therefore, will allow for the audience to find an
emotional link rather than an intellectual one. In tum, an intellectual link will arise out of
the emotion. This is much like the ability that comedy has on the intellect, an audience of
a comedy may not inherently realize the drama and intellectual thematic material that
surrounds the comedy they are watching, yet, internally, the audience digests the message
the comedy sends more easily because it was brought to their senses through laughter
rather than through emotional turmoil. Shepard is able to use this same analogy in his
dramas, combining the comedic structure of non-inherent thematic material with realism
in scenic structure to create a sense of reality that draws his audiences to his themes
without their conscious acknowledgement of this.
The Old Man is the epitome of the surrealist world Shepard has determined to
create inside this cover of realism. Even though The Old Man is dressed realistically and
is in a realistic setting, his existence in the world of the play is surreal because The Old
Man only exists in the mind of May and Eddie. According to the stage directions, The
Old Man is described as sitting, "in the rocker facing up right so he's just slightly profile
to the audience. A bottle of whiskey sits on the floor beside him. He picks up bottle and
pours whiskey into a Styrofoam cup and drinks. He has a scraggly red beard, wears an
old stained "open-road" Stetson hat (the kind with the short brim), a sun-bleached, dark
quilted jacket with stuffing coming out at the elbows, black-and-white checkered slacks
that are too short in the legs, beat up, dark western boots, and old vest and a pale green
shirt. He exists only in the minds of May and Eddie, even though they might talk to him
directly and acknowledge his physical presence. The Old Man treats them as though they
all existed in the same time and place" (20). The Old Man has the appearance of reality,
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with his scraggly beard, his worn western boots, his checkered slacks that are too short,
and his whiskey drinking, but the fact that Shepard clearly states The Old Man only exists
in the minds of May and Eddie, and the fact that The Old Man faces more toward the
players than the audience, indicates that he is there to exist in their minds only, and that
his duty is to react and provoke the action of these two main characters. Shepard's use of
The Old Man as a surrealistic link to the play' s reality emphasizes the symbolism of the
cycle of domestic abuse. The audience needs to experience The Old Man's reality in
order to see the pattern that has developed for May and Eddie as well as between them.
Without The Old Man's existence, the strength of the pact would be less effectively
portrayed and therefore the cycle of domestic violence that has preceded the world of the
play would also become weaker; more of the past of May and Eddie would have to be
explained by the characters themselves, and the play, consequently, would be more
verbally driven and less actively driven, giving the story and the consequences the
characters would face from breaking the pact less importance.
Sound also plays an important role in creating surrealism in a realistic setting.
Shepard writes into the stage directions that the doors boom when they are shut, "The
[bathroom] door is amplified with microphones and a bass drum hidden in the frame so
that each time an actor slams it, the door booms loud and long. Same is true for the
stage-left door" (26). There are thirteen instances within the script that illustrate the need
for the door to "boom" or "slam shut." Amplifying the sound of the doors shutting
illustrates the effect the cycle of domestic violence has played upon the lives of these two
main characters, May and Eddie. Both May and Eddie slam doors. They do so in order to
enhance their emotional state and to create a stronger sense of tension in the moments in
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which these door slams occur. For instance, in the beginning of the play, the doors boom
more often than towards the end of the play. The beginning of the play is emotionally
hotter than the end, and, Shepard states, is more dream-like, "it has a hypnotic, trancelike effect" (Mc Carter, 2). In order to punctuate these hotter moments of tension and
violence between Eddie and May, the door resonates after each character slams it. In the
beginning of the play, fourteen of the fifteen booms occur, each of which is created either
by May or Eddie, excepting the last two which occur upon Martin's entrance. After this
moment, when the play takes a tum towards the revelation of the pact and this "trancelike effect" there are only two more booming noises: one when May leaves to go to the
bathroom to get changed for her date (44) and one when May returns from the bathroom
to reveal the true story of May and Eddie's relationship (50). After this moment, the
doors no longer boom, not as Eddie leaves, not as May packs her suitcase, and not as
May leaves.
There is one occurrence in the middle of the play when the May opens the
bathroom door and it does not boom. This is when May re-enters from the bathroom
after the first time that The Old Man speaks to Eddie. May returns after The Old Man
explains what reality is to Eddie, after May has kicked Eddie in _the groin and brought
him to his knees. May, "enters from the bathroom, closes door quietly. She is carrying a
sleek red dress, panty hose, a pair of black high heels, a black shoulder purse, and a
hairbrush. She crosses to foot of bed and throws the clothes on it. Hangs the purse on a
bedpost, sits on foot of bed her back to Eddie and starts brushing her hair, throws brush
on bed, then starts taking off her clothes and changing into the clothes she brought
onstage. As she speaks to Eddie and changes into the new clothes, she gradually
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transforms from her former tough drabness into a very sexy woman. This occurs almost
unnoticeable in the course of her speech" (27). Shepard chooses to allow May to change
her tactic, getting what she wants from Eddie, which is an explanation of why he's
returned into her life and created emotional chaos for her again. In order for this tactic to
be effective, May needs to remain calm and more serene, therefore, the door cannot
boom, it would break the serenity of the moment. Similarly, at the end of the play, when
Eddie exits the motel room to look at the damage the Countess has done to his truck and
horse trailer, when May gets her belongings from the bathroom to pack, and when May
leaves the motel room, all doors remain open. This symbolizes the hope that both May
and Eddie will break their cycles of domestic violence; no longer are doors shut with
booming sounds of punctuated anger, but instead, they are peacefully left open, with hope
for future m_o ments of serenity and peace.
Dramatic light shifts also create a surreal effect on a realistic world in the play.
Shepard includes quick light shifts to create an effect similar to the door booms; he wants
the sharp light changes to create an emotional punctuation on the dramatic moments
between May and Eddie. These surreal lighting effects enhance the cycle of domestic
violence in which May and Eddie are entrapped. For instance, Shepard writes that the
light dramatically shifts when a door booms and "These light changes are cued to the
opening and closing of doors" (27). Ironically though, this stage direction is written just
prior to May's re-entrance when she opens the bathroom door and closes it quietly, but
the light cue prior to this is that the lights suddenly come back up to full, after The Old
Man and Eddie discuss the differences in reality and perception. The timing of this
dramatic effect is pertinent. Shepard wants May's entrance not to be seen by the
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audience as more important to the story than the relationship between The Old Man and
Eddie.
Another interesting difference in how the light cues are executed is that the
spotlight that is cued for The Old Man's speeches are to be brought up and down slowly.
The purpose for this effect is to punctuate that fact that The Old Man does not exist in the
world of the play and is a figment of Eddie's and May's memories. There is one place in
the script where this does not occur, when The Old Man finishes his speech about the
cows, a speech that comforts May, just as Eddie enters with the lasso and tequila. The
stage directions state, "May stops rocking abruptly. Suddenly May hears Eddie off left.
Stage lights pop back up. Spot on The Old Man cuts to black" (33). The purpose for this
difference is to emphasize the emotional baggage that Eddie carries with him as he enters
the space again, ready to begin the game again with May, carrying Eddie's items of male
dominance: the lasso and the tequila. Also, the stage lights suddenly cutting to black
instantly deny the one moment of gentle fatherliness that The Old Man has in the entirety
of the play, one moment which he chooses to share with May, his daughter. Eddie's
entrance denies The Old Man the realization of that moment of gentleness, and the
spotlight on The Old Man cutting to black emphasize this lack of completion.
The sudden lighting changes also help to emotionally charge the moments that do
not occur within the motel room, and instead occur in the world that exists outside it:
Eddie's affair with the Countess. Every time the Countess pulls up to the motel, her
headlights slash across the set through the window, Shepard states that there should be
something surreal about this effect, "Suddenly headlights are across the stage from
upstage right, through the window. They slash across the audience, then dissolve off left.
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These should be two intense beams of piercing white light and not 'realistic' headlights"
(36). These headlights always appear just as there is a transitory moment in the script
between Eddie's and May's relationship. The Countess' headlights, which represent her
arrival as well as May's competition for Eddie's love, are the way that Shepard creates
this diametric shift in the playing field for whomever is currently winning the game. For
instance, when the Countess pulls up the first time, Eddie has been playing around with
the idea of May introducing Eddie to her date that evening, and Eddie has been winning
this game. May is frustrated and upset by Eddie's remarks that May should introduce
him as her cousin. When the headlights appear, both characters think that they belong to
Martin and not the Countess. When May opens the door, expecting Martin, but sees the
vehicle of the Countess, she has conquered the playing field, and now Eddie is on the
defensive. Now May has the evidence she needs to prove the affair Eddie has been
having with the Countess; the Countess never would have followed Eddie if she did not
love him. To emphasize the Countess' arrival, large sound effects punctuate the sharp
headlights beaming through the window. Upon the first arrival of the Countess, she
shoots out the window of Eddie's truck with, "a large caliber magnum pistol [which]
explodes off left, followed immediately by the sound of shattering glass then a car horn
blares and continues on one relentless note" (38). The next time the Countess pulls up
outside the motel room, at the end of the play, she runs her Mercedes-Benz into Eddie's
truck causing an explosion, "Headlights suddenly arc across stage again from up right,
cutting across the stage through window, then disappearing off left. Sound of loud
collision, shattering glass, an explosion. Bright orange and blue light of a gasoline fir
suddenly illuminates upstage window. Then sounds of horses screaming wildly, hooves
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galloping on pavement, fading, then total silence. Light of gas fire continues now to end
of play" (55). This second arrival of the Countess comes as May and Eddie kiss each
other gently, right at the end of the play, right at the moment of forgiveness for the past
that has been anticipated. The Countess' arrival permanently breaks that moment, since
May knows that even though Eddie says he'll be back in a minute, he in reality, will not
return. Therefore, these headlights, when they appear signify dramatic shifts in the
emotional reality that both May and Eddie are experiencing and cause significant
reactions, changing the course of the play. The only other time that the headlights appear
is when Martin actually arrives. This time though, Eddie and May still believe that the
headlights belong to the Countess. Just prior to Martin's arrival is the first time the
Countess' car appears. After this moment, Eddie and May fight for control of the motel
room by fighting over turning the inside lights on or off: May wants them on so she can
fight the Countess and see her competition, while Eddie wants them off so the Countess
can't see inside to shoot at them through the window. It is in the midst of this struggle
that Martin's headlights arrive, hence the confusion regarding whose car they belong to.
May and Eddie wrestle around in the dark some more, and this is when Martin bursts
through the front door of the motel room. In the dark, confusion ensues, and Martin
starts to fight Eddie. May quickly flips on the lights to end the darkened confusion and to
gain control of the situation finally when, "Martin tackles Eddie around the waist and the
two of them go crashing into the stage-right bathroom door. The door booms. May
rushes to light switch, flips it on. Lights come back up onstage. Martin stands over
Eddie who's crumpled up against the wall on the floor. Martin about to smash Eddie in
the face with his fist. May stops him with her voice" (41 ). This time, the arrival of the
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headlights represent May's ability to conquer her love for Eddie, since this time, they are
Martin's headlights, May's date for the evening, and Eddie's competition for May's love.
These sudden moments of surreal lighting effects create a sense of tension and emotional
struggle, emphasizing the cycle of domestic violence that has entrapped both May and
Eddie's lives and May's subsequent attempt to break free of this cycle while Eddie is still
perpetuating it.
These surreal elements in Shepard's realistic world of Fool for Love illustrate the
potency of emotion that exists for the characters. The existence of Eddie's and May's
father, The Old Man, in their minds' eyes only, the sudden booming sounds of door
slamming as each character enters or leaves the playing space, and the dramatic lighting
changes all highlight the emotional tension that exists for both Eddie and May towards
each other, and their cycle of domestic violence. This is the main thematic design
element that encased the entirety of communication between me as a director to both my
design team as well as my actors throughout the production process.
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Chapter Four
"The play [Fool for Love] is about leaving, abandonment, the anticipation of not
knowing."
Sam Shepard, Mc Carter Theatre session notes, 1999.
The design collaboration process was a unique situation from the outset. The
designers were a diverse group of individuals with various backgrounds and expertise.
Each designer brought these talents to the design table; these talents at my disposal as a
director ultimately helped to enhance the directing process. The communication I had
with my designers was the most challenging aspect of directing this production. Prior to
this, as a director, I had extremely limited or non-existent design elements in plays that I
directed; often I would design the set, costumes, lights, and sound alone, or with minimal
assistance. Therefore, the creative process of communicating with designers was
virtually unknown to me at the· outset of this production. Yet, meeting with my designers
allowed me to see the world of the play from their visual perspective, inspiring me to
combine the emotional world of the play with the visual one, thus enriching the outcome
through the expertise of the design staff.

Scenic Design: Laura Brignull
The process of set design began long prior to my meeting with Laura, even before
I was informed of whom my designer would be. The script provided vital information
about the set design. Shepard incorporates many avocado greens and yellows into his
description of the set. Also, Shepard speaks of patterns: the pattern of the brown
linoleum floor, the Formica table top, the chenille bedspread. All of these items have a
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repeating pattern associated with them, much like the characters of the play. These
patterns became a starting point for the scenic design process.
Another source of inspiration for the set design came from a visit to the Mohave
Desert. During the winter recess, I vacationed in Southern California with my fiance and
his family. In the middle of this vacation, my fiance and I drove through the Mojave
Desert so I could experience the vastness of the desert and know what this world was
like, a world that had been unknown to me. What struck me most was the unique color
palate of the Mojave Desert, the pink and gold of the sand, the whiteness of the
abandoned structures, and how these colors reflected each other. I took many pictures of
the desert and brought them to Laura upon our first meeting after break. According to
my journal entry from that meeting, "We met at Wegmans since I had to pick up my
pictures. Looked through them and discussed the colors. LOTS of changes depending on
angle of myself to sun. Yellow, oranges, and PINKS (dusty rose). She brought artwork.
Included lots of angles and shadows. Possibly paint set white so lights could control
mood and switch on a dime" (January 16, 2000). She and I used this color palate as the
basis for the design.
Another design concept Laura and I needed to decide immediately was the layout
of the seating units in the Black Box Theatre. There are four separate units that can be
placed in different configurations so as to adjust the perspective of the audience to the
actors. Our first concept was to leave the seating units as they were for the previous
production, one on each side, so that the action took place in the middle. Our first
inclination was that this would suit us because the actors would become trapped in a
circle by the audience creating a feeling of a spiral, much like the downward spiral the
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characters themselves feel (December 13, 1999). Laura and I soon discovered that this
would not fit the needs of the script due to the placement of The Old Man. He would
have to be placed in a corner between two of the seating units obstructing the audience's
view of The Old Man: two seating units would only be able to see his profile or his back.
Additionally, it would not assist in the design concept of The Old Man living in the
minds of May and Eddie; it would, instead, incorporate The Old Man too much into the
audience. With this in mind, Laura suggested a "reverse L-shape" in order to "give more
space" (January 16, 2000). David Bowman, lighting designer, suggested that maybe we
could create a J-shape to the units, three on the far back wall and one on the right side,
across from the run-room door. When this idea was presented to Dianna Angell,
production director, she insisted upon measuring the units to see if this was possible,
since the units had not been previously set in this fashion to her knowledge (January 18,
2000). This configuration did not work; therefore, we placed two units by the far back
wall and two on the right wall.
The next task was to decided how to incorporate the audience into the action of
the script by making them feel as trapped as May and Eddie feel in the motel room, and
overall, in their lives. Laura's design solution was to build false walls on the front wall
and on the left wall of the Black Box Theatre. These walls would serve as the motel's
exterior facade which the audience would have to travel through in order to enter the
stage space. These walls would be four inches thick, enough to give the appearance of
walking through a wall. It would not be possible to make these walls any thicker, since
they would not meet fire code and they would take up too much available playing space
(January 31, 2000). As the design of the exterior walls became more difficult for Laura,
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due to fire codes of the Black Box Theatre and the stability of the walls for the actors to
be able to slam themselves against, slam the doors attached to them, and for one actor to
jump through the window in order to enter the acting space, Laura began to have doubts
about the feasibility as well as the concept of these walls. According to the journal notes,
"Laura told me that she started having doubts about the idea of the audience walking
through the wall and us seeing the outside wall of the hotel as we entered because then it
was too realistic and the metaphorical sense would be lost. Then she told me that
Michele [Fugate] suggested the fact that the outside wall didn't have to look 'real' and
Laura thought that was ingenious. So do I. Dave [Bowman] suggested to Laura the other
day: what if we continue the outside wall onto the seating unit by the door (fastening it to
the stairs) then the illusion would be consistent. Laura and I loved that idea as well. I
don't believe that would be breaking fire codes" (January 24, 2000). Once we realized
that the exterior walls created too much reality for a play that incorporates so much
surrealism and metaphor, we continued these discussions addressing door handles. As a
designer, Laura wanted the interior of the walls to become continuous units so the action
of the play could have the continuing unbroken cyclical effect she was attempting to
create. This would mean there would be no doorknobs. As a director, I felt that this
would not service the needs of the actors since they would need to slam the doors shut. I
was concerned about how they would be able to effectively grab the door to slam it
without a knob. The resolution was to paint the knobs to blend with the walls of the set,
still servicing Laura's creative design needs of continuous color and texture, yet still
servicing the action of the script (January 27, 2000). Both of these discussions led Laura
and I to discuss what she entitled as the, "boundary line ... between the world ofreality
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and metaphor." How I approached this subject to Laura was to compare the realities of
two of Shepard's plays, Fool for Love and Melodrama Play. From the journal entry, I
explain, "This play is more based in reality than any of Sam's other (earlier) scripts. He
wants you to be sucked into the action and have an emotional experience as opposed to
Melodrama Play where he wants you to judge the characters and action as it is happening
(you know you're an audience member) and so have an intellectual experience. Why is
this true? Because there is no band hanging in a cage above the audience that plays two

songs in which the action stops and the actors dance. Because not all the male musician
characters are dressed exactly alike. And because there aren't two giant pictures of Bob
Dylan and Robert Goulet with the eyes cut out. These are all extremely metaphoric and
representational and they dominate the script and performance. Fool for Love takes place
in a real motel in a real location (which he tells us about - he doesn't mention exactly
where we are in Melodrama Play) and only a few metaphoric instances are heightened.
What about The Old Man? Well, if you had a father (or anyone) that had greatly

impacted the present person that you are now, and he was dead, you could "converse"
with that person as if they were really there. You picture them clear as day and you
answer what you know they would say to you in your own mind. I think that this is very
believable and real. That is why Sam says that they only exist to May and Eddie and are
very real to them. I think this is why the play leans much more to realism than to
metaphor" (January 27, 2000). Even though Shepard's family plays are based in reality,
in order to create a stronger emotional response from the audience, he does not shy away
from metaphor in order to enhance the past lives of the characters and the story.
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The balance between realism and surrealism was a constant struggle for Laura and
me. We wanted a white set in order to bounce light more effectively, so the dramatic
lighting changes could read more easily, but that led us to a question: what motel room is
stark white? The solution to this issue was the stucco pattern on the walls, thicker on the
exterior than the interior, in order to create a sense of reality. The metaphor read in the
painting of the interior. We wanted the floor to become a part of the walls and not to
separate them, again to create the feeling of the actors being lost in space and time. Also,
to physically create the metaphor of the cycle, Laura suggested painting large pastel,
indented, circles of the pink and gold from the pictures of the Mohave Desert. These
circles would encompass the floor and walls and would be intertwined, almost like a
Spyrograph toy from the 1960's. The doors and windows would be frameless and the
doors would be flush with the interior set wall, rather than set in a bit, like a normal door.
The window would be a vacant opening, serving many purposes. First of all, when
Martin jumps through the window to enter the room and tackle Eddie, the actor would not
have to worry about a glass window, therefore, less chance for injury. Secondly, without
an actual window in the frame, the lighting effects from outside the motel would not have
to compensate for a frame or panes, allowing Dave Bowman to design lights through a
clean venetian blind only, which pleased him for the design potential that venetian blinds
could create. Lastly, the venetian blinds were placed flush with the interior of the
window opening, like the doors, in order to create the feeling of entrapment and
continuous space (January 31, 2000). The combination of the realistic elements with
surrealism emphasized the cycle and the entrapment it creates for the characters and
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assisted in enhancing the story and the emotions that we wanted to convey to our
audience.
The design of the props lent their own challenges. Shepard is very specific about
the furniture in the room, from the cast-iron four-poster bed to the yellow Formica topped
metal fifties-style table with s-shaped metal chairs to match. Laura and I had decided that
not all of these props would fit the set we had designed. It was important to both of us to
incorporate the Old West into the properties design since the world of the Old West
greatly influences the script and story. What we thought would assist in the creation of
the Old West atmosphere was the presence of wood and iron. Since the bed was to be the
central focus of the play, we wanted the bed to capture the attention of the audience most.
Therefore, we decided to keep with Shepard's concept of a cast-iron four-poster bed. The
obstacle was that every bed frame we came across for this was too small, either a twin or
full-size. Laura and I had ultimately wanted a queen-size or king-size frame for the bed.
A full-size frame read too small and insignificant on stage. Ultimately, though, our
debate ended up being over the quality of the motel room: would a cheap motel on the
fringe of the Mohave Desert have a king-size bed? My defense of this with Laura was
that yes, cheap motels, one that sometimes rent rooms by the hour, would be more likely
to have the king-sized bed, since these are seen as more sexually arousing with, more
room to move, than a queen-sized, which is normally the size associated with family
motels. Laura was initially against the king-size since she thought it took up too much
space in the room, and wanted me to work with the queen-size bed she had actually built
first, before firming up my opinion (March 23, 2000). We ended up using the queensized frame; in the end, it served the purpose and the feasibility of building a new frame
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was not logical due to the schedule of the scene shop at the time of the production. The
bed frame was constructed with wood and then painted to look like cast-iron; this way we
could also dictate the length, width, and height of the bed posts that Eddie would have to
lasso. Ultimately, designing the bed frame pleased Laura more, because she could create
a less realistic bed frame and one that was more symbolic that would fit into the theme of
the cycle more. The frame was designed as an arch that was placed higher on one side
than the other, each between the posts of the headboard and the posts of the footboard.
These two arcs matched the same degree of curvature as the circles painted about the
floor and walls. We left the bedspread as chenille, but ours would be a yellowed white, as
opposed to the light blue Shepard calls for in the script, which blended better with the
color palate of the production.
The properties selected for the table and chairs were of a thick, raw wood, to
represent the raw quality of the Old West. The Old Man's rocking chair was an old
wooden rocker, one that had been well used, with a horse blanket tied to the back and an
old seat cushion attached, again, showing the worn-out cowboy of the Old West. It was
also important for Laura and me to give loyalty to Shepard's concept of The Old Man to
be "buried" with his belongings and memories. The Old Man was surrounded by old
license plates, empty, label-less beer bottles, cattle skull, Grand Old Dad whiskey bottle,
rusty hubcaps, and empty picture frame, for Barbara Mandrell's "picture" (February 3,
2000). More items could have been added to the area surrounding The Old Man in order
to create more of a physical barrier that he would have to overcome in order to stand up
and enter the world of the play and speak to May and Eddie at the end of the script. But
this is an observation recognized in hindsight and one that was not considered during the
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development of the production. While The Old Man's properties were based in reality,
these properties surrounded a surrealistic character. This was a way that Laura and I
battled the methods we would use to blend these two worlds together so as to completely
tell the story Shepard wanted told.
The rodeo properties were the most difficult for Laura and me to find.
Eventually, we contacted a local horse farmer who got us in touch with a local tack shop
and a local rodeo cowboy. We were able to purchase the spurs and bucking strap from
the tack shop, and the lasso was a gift from the rodeo cowboy who would ultimately
teach Shawn Kevlin, playing Eddie, how to rope a steer.
We wanted May to have older-styled bathroom items, ones that she probably
purchased way too long ago. Older Cover-Girl makeup seemed ideal, since their design
logo has not changed in years, as did an old Conair hairdryer, and a child's suitcase from
the 1960's, which was probably the same one she used when she was traveling with her
mother to find The Old Man (February 3, 2000). It was important that May look as if she
was not current with fashions and that she had little or no money, and little or no
belongings, to emphasize her emotional and financial strife that Shepard describes when
May speaks about waiting in a tin trailer for weeks with the freezing wind ripping
through it.
Overall, the design conversations Laura and I had were inspirational for both of
us; she and I fed off each other in a way that I had never experienced prior to this
production. Laura and I learned together, worked together, and tried to balance
Shepard's concept of realism laced with surrealism in the scenic design for this
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production. Overall, I was pleased with the outcome and how well the scenic design was
incorporated with the other production elements to enhance the action of the show.

Costume Design: Alison Walker
The process of costume design was not as long and detailed as the scenic design
process. The lack of communication between Alison and me was not noticeable by either
ofus until late in the production process. Overall, I was pleased with Alison and her
design concept. The only costuming element lacking in clear character representation
was May's red dress. Like the set descriptions, Shepard also clearly outlines the costume
designs for each character. In some ways, Alison and my collaborations were similar to
Shepard's initial design concepts, but some were different. Each character was closely
examined and the collaboration between Allison and I revealed commonalities between
our initial concepts for each one. This led to relatively successful design collaboration
between us.
Allison's ideas for Eddie's character were similar to mine. We both respected
Shepard's detail of Eddie, "He wears muddy, broken-down cowboy boots with silver
gaffer's tape wrapped around them at the toe and instep, well-worn, faded, dirty jeans
that smell like horse sweat. Brown western shirt with snaps. A pair of spurs dangles
from his belt. When he walks, he limps slightly and gives the impression he's rarely off a
horse. There's a peculiar broken-down quality about his body in general, as though he's
aged long before his time. He's in his late thirties" (20). Both Alison and I agreed that
this description, though detailed, wasn't quite specific enough. In order for Eddie to
appear, as Shepard states, as if, "he's rarely off a horse" (20) we both needed more
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information. Shepard was more involved in the world of ranches and rodeos than either
Alison or me, and this, we both assumed, was why more details were lacking in Eddie's
description. Unlike the other characters, the pattern and shade of Eddie's shirt, the cut of
his jeans, and the material and color of his boots, are not mentioned in the script. Also,
Eddie's hair cut, color, and style are left out of the costume description as well. These
were all areas that Alison and I needed to fill the gaps.
Initially, Alison had spoken about using bold tones in both Eddie and May's
costumes to represent their bold personalities, but she had wanted to use cool tones,
blues, purples, and greens, to represent the coolness between them. I had instructed her
that Shepard constantly refers to the color red and that red represents the heat between
them, that they are fighting with a hot energy, not coldness. Alison agreed with this
analogy and thought that rich, deep reds and warm browns as well as black would work
well for Eddie (January 13, 2000). This initial switch in color palate led Alison to a very
bold choice for Eddie's costume, the black leather vest. By our next meeting, Alison had
rough sketches for all the characters. For Eddie, Alison wanted a worn red plaid shirt
under this very manly bold black vest. The purpose of the plaid pattern was to show the
indecisiveness in his feelings toward May: he never knows which way he is heading, yet
he always travels in one direction (up and down) or the other (side to side). This
description fit Eddie perfectly in my opinion, and I was thrilled with Alison's concept.
Alison did speak about having Eddie's sleeves ripped off at the shoulder, but I thought
this gave him an unfair advantage against May. If Eddie was showing his muscular
figure throughout the entire play, it wouldn't allow him to play the sensitive side of his
character, only the sexual side. This would give Eddie only one dimension to play and
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would inhibit the actor in my opinion. Eddie's jeans would have to be a slim, classic cut
for a rodeo cowboy. As a stunt man who is always falling off horses, if his pants were
too baggy, he could become injured. Therefore, they must be snug. On the same note,
Alison wanted Eddie's boots to be more of a thick, clunky biker boot which would give
more weight to his feet than the slender, traditional cowboy boot. It was Alison's belief
that this would create weariness to Eddie's character and show the difference between a
traditional cowboy and Eddie as a stunt-cowboy. The boots needed to be black to match
the vest. It was Alison's concept that Eddie sees the world in black and white, and red
when he is in the heat of passion. Consequently, blacks and reds are his main color
palate. I agreed, since these costuming elements would greatly enhance Eddie's
character.
Both Alison and I agreed that Eddie needed a Stetson, like his father, as Shepard
makes comment to this in the script. Eddie's Stetson should be black, to match his vest
and boots, but should be a lower-cut crown, not too tall, like an older cowboy, such as his
father, would wear. This would modernize Eddie from The Old Man, but show their
relationship to each other. Both Alison and I needed to do research on cowboy hat styles,
shapes, and sizes in order to get the right appearance for both Eddie and The Old Man
(January 24, 2000). These collaborations summarized most of the conversations Alison
had regarding Eddie's character.
The only other obstacle that arose when costuming Eddie was the size of the actor
chosen for the role, Shaun Kevlin. Shaun's own personal obstacle was his obsession over
his size. Shaun found himself to be too thin to portray this role effectively and to his own
taste. He was quite self-conscious about the thinness of his legs, since rodeo stuntmen
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would have very muscular legs in order to keep themselves on the horses they rode.
Alison's response to this self-consciousness was to pad the inside of Eddie's jeans and to
allow him to wear them a bit baggier than most cowboys would wear. Alison was at first
resistant to the compromise of slightly baggy jeans, but during the rehearsal process,
Shaun needed to have knee pads since he spent much of the time on his knees during the
action of the play. Shaun's knees were not healthy prior to rehearsals and this added
pressure was injuring him. Therefore, adding knee pads and extra padding to the interior
of the jeans to mask the knee pads addressed both issues: Shaun's knee pain and his
mental anguish over his size. The well-worn style to Eddie's costuming was also
incorporated into Alison's final design concept and this last touch added the finishing
details to what was a well-designed costume for Eddie's character.
The costume for The Old Man, Eddie's father, was based off of Eddie's character.
Both Alison and I agreed that The Old Man was to represent the older version of Eddie,
since Eddie has continued on the same path, both emotionally and romantically, as his
father. According to Shepard, The Old Man, "has a scraggly red beard, wears an old
stained 'open-road' Stetson hat (the kind with the short brim), a sun-bleached, dark
quilted jacket with the stuffing coming out at the elbows, black-and-white checkered
slacks that are too short in the legs, beat up, dark western boots, an old vest and a pale
green shirt" (20). Like the collaboration on Eddie's costume, there were certain details
that both Alison and I needed to revise from Shepard's original concept in order to fit the
needs of our production. Now that Eddie's color palate had been determined, both Alison
and I wanted The Old Man to have a similar palate. Therefore, The Old Man would also
wear jeans, a plaid shirt, clunky boots, and a Stetson hat, but unlike Eddie's vibrant color
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palate ofreds and blacks, The Old Man's would be muted grey tones, to represent the fact
that the image of him is fading in both Eddie and May's memories. Alison designed the
Stetson The Old Man would wear with a higher crown than Eddie's, more of a classic
Western style, to show his age. The boots The Old Man would wear were to be more of a
work boot, similar to the weight of Eddie's, to show how The Old Man has also been
weighed-down by his past. But The Old Man's boots should be covered in old, dried
mud, to represent the walks he used to take through the fields, like when May last saw
him. The jacket would be an old, thick barn coat, with holes and stuffing showing, as
Shepard describes, to represent the effect that time has played on The Old Man. This
coat would also be a muted grey color, retaining the continuity that the memory of The
Old Man has been fading in Eddie and May's memories. Both Alison and I agreed that
we did not want The Old Man to stand out too much from the color palate of his children,
but he should be able to fade into the background whenever I needed him to, so as not to
distract from the story. This is why neither Alison nor I wanted The Old Man to be
wearing green, since this is in the cooler tone palate. Nor did we want The Old Man to
have a scraggly red beard. We thought that dying the beard of the actor, Brian Pollack, to
red, would have made The Old Man too eye-catching and therefore distract from the
action of the script. On the other hand, it was crucial to both Alison and me that The Old
Man had a beard. First, the hat and the beard together would help to disguise the actor's
actual age, since Brian was still quite young. Additionally, a beard represented the image
of the old men of the Old West, one that is essential to Shepard's vision for the setting
and culture surrounding the play. An old, unshaven, dirtied, cowboy seemed to best
represent the world of the play and the tradition that it is set in. Luckily, Brian was able
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to grow a thick beard relatively quickly, so there was no need to add makeup of false hair
to thicken his beard. This was a positive, due to the close proximity of the audience to
the actors; any false hair or makeup would be clearly noticed.
The final detail that we changed from Shepard's initial vision of The Old Man
were the pants he was to wear; instead of wearing black and white checkered slacks, both
Alison and I wanted The Old Man in worn jeans. Alison and I both agreed that jeans
were what a Western man would wear, more than black and white checkered slacks.
Checkered pants represented more of a restaurant chef to both of us, rather than a
rancher. We were unsure of Shepard's concept regarding the style of pants; therefore, we
decided upon our instinctual choice. In addition, both Alison and I agreed that the
checkered pattern, like the red beard, would be noticeable and distracting when The Old
Man was not the focus of the script (January 24, 2000). The actor portraying the role,
Brian Pollack, was also quite pleased with his costume. He appreciated the layers to his
costume these layers made him feel as ifhe himself was layered, bogged-down with
issues of the past. The only complaint Brian had was the heat on stage from the amount
of clothing he was wearing.

Overall, I was satisfied with the outcome of the costume

for The Old Man.
The costume for May, the only woman in this play was significant to me as a
director. In Shepard's masculine-driven world I wanted to make sure that the woman, the
central focus of the theme of my production, was clearly defined by her costume design.
Out of all the characters, May was the only character who would have to change
costumes throughout the course of the script. This was done intentionally in order to
allow her story to be more clearly illustrated. With this production, I added an additional

138
moment to the opening of the show in order to give May a stronger back-story. I wanted
the audience to see her as a strong, independent, free woman, who was in control of her
life and ready to conquer the world. Also, she should be a sexual being, who is able to
control her sexuality in order to control the world around her. In the opening moment of
the script Shepard writes May "sits on the edge of the bed facing audience, feet on floor,
legs apart, elbows on knees, hands hanging limp and crossed between her knees, head
hanging forward, face staring at floor. She is absolutely still and maintains this attitude
until she speaks. She wears a blue denim full skirt, baggy white T-shirt and bare feet
with a silver ankle bracelet. She's in her early thirties" (20). This opening moment did
not serve the strength that I thought May's character deserved. I did not want the
audience to view the character as a broken woman, but as a woman who had attempted to
break from the dangerous cycle of her past and was starting a fresh new life for herself.
Therefore, I wanted her to be preparing for her date with Martin, fresh from a shower, in
her underwear and robe, dancing about the room, listening to music, as she reveled in this
new world she had created. Plus, this would add to May's vulnerability when Eddie
suddenly enters into the motel room. Another idea was to allow May to have the red
dress on the bed, ready for her to get into, and then she has one more thing to hide from
Eddie as he enters. The red dress would stick out from the stark white set right from the
beginning illustrating the bold choice that May has made for herself. Alison seemed
agreeable. What we discussed was that the dress not only would provide foreshadowing,
but could also instantly infuriate Eddie driving him into his first words to May and giving
him more motivation, making the moment before the play began just that much clearer to
the audience (January 13, 2000).
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Upon our next meeting, Alison had lots of questions regarding the progression of
May's costuming throughout the course of the play. Her main concern was why would
the audience need to see May in a robe at all? "My answer was this: she is so vulnerable
in the beginning, which we can see by her text. She only has short answers to Eddie, who
initiates the conversation, and they attack him and are full of emotion. Then she moves
on a few pages later to gain a little of her strength back. The clinching moment of this is
when we see her attempt to pack to leave, when Eddie goes outside for a moment. This is
when we know that she does want to escape from him, but only has the power to do so
when he is gone. This sis the moment that May should change. So, what if she goes to
throw some stuff in a suitcase and then realizes she can't leave dressed like that. She
hears Eddie coming back in and tosses on a T-shirt and jeans (to put her on a more even
playing field with Eddie) and then Eddie comes back out and he can have a moment of
realization of May's strength and want for independence. But the fact of the matter is
that he's back in her sight and she can't escape anymore" (January 24, 2000). Now, upon
reviewing this massive train of thought, I don't think I fully understood Alison's
question. Now, I think she was suggesting that May not wear a robe, but stay in her
undergarments, giving her more vulnerability. I took the question of Alison's to mean
that she wanted to cut the segment altogether. What's curious though is that, according
to the journal entry, Alison did not continue the conversation and simply moved on to
May's red dress. Had she initiated more conversation on the subject of the robe for May,
and had I taken a breath to realize what she was actually asking me, we may have been
able to collaborate on a much more distinctive story-telling costume choice for May in
those crucial opening moments. This lack of communication between Alison and me was
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more transparent in May's costuming than any other character's simply because May had
more costumes.
As for May's red dress, the costume piece that exemplifies the story and theme of
the play so concretely, this dress was a sore disappointment for myself and the actor
portraying May. The dress would not be able to create the requisite emotional impact for
the turning point of the play. According to our conversation my journal states, "Alison
and I agreed that May is practical due to the fact that she isn't rich and if she goes out to
buy something to wear she'd buy something that she could wear over and over and on
many occasions. So the red dress fits this description. It's a short summery dress made
of a rayon-poly blend that tapers into her body and flares out at the bottom. It's cut a few
inches above the knee to show her great legs and has short sleeves to show her arms.
There's a collar along the neckline and it buttons most of the way down. The neckline
plunges a little bit to a V that shows just a touch of her bosom. For shoes she has chunky
sandals, either open or closed toe. Alison asked me a great question with this: what time
am I setting this in? I had think more about this than I thought I would. I am going to do
some research on the early 1980's but I think [Shepard] wrote this to express emotion and
relationships more than a specific era. It's full of myth, not political references, so it is,
in a sense, timeless. I think designing 'timeless' is impossible. So, I call it 'the present.'
I think what they are wearing is representative of clothing that is useful, more than
clothing that is fashionable" (January 24, 2000). As for this conversation, looking back
on it, I have no regrets with what I said. I still think that May's dress needs to be
practical, to be able to be worn again. I know I would do that since I also live on a tight
income. Also, I think Shepard is concerned with emotion and less with fashionable styles
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of the time for this play, but I should have let that fact drive me to communicate the need
for the sex in the dress to be more obvious. May wants to be seen as a sexual being in
control of her sexuality and the dress should have embodied this. Ultimately, our dress
did not. Reflecting back, I should have gotten to know my designer better, as I did with
Laura Brignull, and would have discovered that Alison was a very conservative girl and
therefore our two concepts of "sexy yet practical," were very different.
At our next meeting Alison had only sketches of the dress still, not quite a full
finished rendering as promised, but it seemed to reflect what we had discussed so I gave
it my approval. Upon the final renderings that I signed off on, I now realize that there
were significant differences when it came to neckline, fit, and skirt length. Since Alison
had them completed at the very last minute and I felt pressure to sign off on them, I did,
even though this is not reflected in my journal entry from that date. Also, I never
received the renderings as promised by Alison, so, regrettably, I do not have them for my
appendices to this paper.
Overall, we decided that we could not have the dress laid out on the bed prior to
Eddie's arrival since doing so would not be consistent with his shock at seeing it, as the
script dictates, towards the end of his monologue. An idea that was played around with
was allowing May to hide the shoes under her bed in front of Eddie so that way Eddie
could at least see that she had bought something new for herself with her own earnings
and did not need his money anymore; she would now be showing her independence.
Therefore the dress would not be revealed until later, as dictated in the script (February 2,
2000).
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As for May's costume for most of the play, besides the dress at the end and the
robe in the beginning, we needed to discuss what type of jeans and T-shirt we wanted her
to wear to combat against Eddie, yet still be seen as sexy. I thought that May should be
in a tank top, something that showed her strength, since it could be seen as a "muscleshirt" but also would show off her figure. Alison agreed and stated that it should be black
to reflect Eddie's black leather vest. I thought this was a great idea that would draw the
two into the same world. As for her jeans, we both instantly thought of a classic fit, a bit
higher on the waist to show her hips and a bit tapered at the leg to give her more of the
hourglass appearance. Both Alison and I thought she should remain barefoot to give her
more grounding and more flexibility to jump from the floor to the bed, to the chairs.
She'd become almost like a modem dancer, flying about the stage. Her lack of shoes
shows more vulnerability since she is less likely to escape the motel room in bare feet in
the Mojave Desert (February 2, 2000).
The robe we decided upon was to be an old fleece or terry-cloth robe, one that
was a muted grey to show that it was old and worn; it would have been hers for years.
(February 2, 2000). As for her undergarments, from what I can recall, we wanted a
simple, but matching, cotton set of underwire bra and bikini underpants. Both Alison and
I agreed that the actor may own a set of hers that would allow her to feel more
comfortable in these undergarments in front of an audience and that we would discuss it
with her. In the end, I think this is precisely what was decided upon since I don't
remember the costume shop purchasing undergarments for Gabrielle Bernstein, but I
have no notation of this in my journal entries. This again illustrates the lack of
communication between Alison and me.
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The final costume that was collaborated upon was Martin's. Both Alison and I
agreed that he should stand out from the other three characters since he is the one that is
not part of the cycle. Alison had suggested a Henley shirt and corduroy pants belted at
the waist. I thought a Rugby since it would be a bit dressier and make Martin's character
stand out more. Also, I thought a horizontal stripe would emphasize that he sees
everything in one plane unlike Eddie and The Old Man's plaid, which shows a weave of
emotion in their lives. Martin would be wearing his work boots, though, since he states
he had to go back to water the sport fields. It shows that he wasn't intelligent enough to
bring a second pair of shoes to change into, or it's possible that he couldn't afford another
pair and only has his one pair of work boots to wear, so he used the excuse of forgetting
to water the fields, to cover up his meager income. Either way, the boots would be
muddy and wet from the fresh watering (January 24, 2000).
At our next meeting, Alison had settled on the idea of the Rugby shirt but
suggested that it be of an eggplant color so it would be in the same family of reds as May
and Eddie, but not the same color. Alison also stated that the pants should be grey
corduroy and held by a thin brown belt, again to show his lack of money, his simplicity,
and his inability to coordinate clothing. We both agreed that the shirt is one he probably
borrowed from a friend, and that he does not feel comfortable in it (February 2, 2000). I
am uncertain that I would choose this costume for Martin now, but I can see why I chose
it then. Again, had Alison and I spent more time collaborating on this process I think that
Martin's design would have been much more detailed in describing his character for the
audience and would have given Andy Newlin, the actor portraying Martin, many more
opportunities for developing and enriching his character.
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Overall, the process with Alison Walker was satisfactory, but it was not detailed
or creative enough on either of our counts. I now wish that I had been more descriptive
and definitive in what I expected from these costumes and mostly, that I had gotten to
know Alison better as a person. I could then have deciphered her thought processes and
known what to expect from her as well as how to push her to discover new techniques in
her own designs. In the end, I learned much from working with Alison, and now find
myself communicating that much more succinctly with my designers because of this
expenence.

Lighting Design: David Bowman
The collaboration process between David and me began earlier than I had
anticipated. I had been under the misunderstanding that lights could not be designed until
after both sets and costumes were completed. But, due to David's ability to think
proactively and my excitement and anticipation of having a lighting designer, and a
professional designer at that, both David and I met early on in the process. It is my firm
belief that this early beginning to our collaboration led to a well-conceived and intricate
lighting design plot.
In our first meeting, Dave and I discussed the concepts of realism versus
surrealism and what degrees either or both of these concepts would play in the design of
the lights. I explained to Dave that I found the emotional journey of the script to be very
real, and that this is what should be reflected in the lighting. Also, in the desert, the lights
change drastically at a moment's notice. Dave had experienced this as well when he had
gone horseback riding in the Arizona desert. Both Dave and I agreed that the lighting of
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the sky changes instantly, without warning, and turning 180 degrees in any one spot can
change what colors are seen. This is especially true at sunset (January 18, 2000).
Dave was curious about the coloring of the set design since, according to the stage
directions, the set was very dark, with olive greens and deep gold. I told him that, instead
of that, Laura Brignull and I had come up with the concept to bring the colors of the
Mojave Desert to the interior of the motel. Dave was intrigued by this concept, even
though he expressed his concern that a white set would be difficult for stage management
to maintain. Overall, Dave and I agreed that the white set would provide a perfect canvas
for his painting in lights of the emotional landscape upon it. With this information and
flexibility for color, Dave wanted to know what behaviors and abilities I was looking for
in the characters I would cast. I had stated that May was to be strong and seeking her
independence from Eddie and The Old Man. Eddie sucks May back into their
relationship as often as he can, and she tries to resist his magnetism. Eddie is the younger
version of The Old Man, and, like his father, is drawn towards the women in his life like
a fish to water: without them, he is without air. Without these women, especially May,
Eddie can not live, yet, he chooses to constantly jump out of the water, just to see how
long he can stand it. The Old Man is the constant instigator. When things start to change
to May's advantage, he's there to make sure she is unsuccessful. Overall, The Old Man
finds the interactions between May and Eddie slightly amusing, since he sees the
commonalities between their relationship to his own life's journey. The one thing that
The Old Man does not find humorous is the mirror of truth that May and Eddie show
him; he can't handle the criticism about his own life. Martin is the symbol of May's
freedom. Martin is different from the rest of the characters: he is always honest and
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always saying what he is feeling. With Martin, there is no mystery, and he plays no
games. Dave wanted to be able to portray these emotions through the landscape of light.
Also, he understood the need to highlight The Old Man when the script called for it, but
then to take him out of focus when required, so as not to detract from the interactions
between May and Eddie (January 18, 2000).
With these concepts in mind, at our next meeting, we discussed color and the role
that color plays in portraying the emotional journey of the characters and the play' s
emotional tone. To show Dave the color scheme I was envisioning, I brought a few
pieces of art that I had found. The pieces, 1940, by M.D. Randsburg; The Golden Hour,
by C.R. Smith; and Indian Canoe, by A. Bierstadt, all from Collecting the West, were
painted in colors that highlighted the heat of the confrontation between May and Eddie.
The golden and orange tones that cast steel grey shadows represented the heat of May's
and Eddie's passion sliced by the grey, cold undertone of their conflict. The piece,
Indian Encampment on the Big Bend of the Missouri River, by Carl Wimar, from
Treasures of the Old West, illustrated the coming of the truth to the heat of the passions.

These colors were right for the moment when May is in her red dress, ready to finally tell
the truth. This picture of the setting sun spoke to me as if to show how the sun is setting
on May's past and the reds and oranges were reminiscent of the passions that are dying
and fading away. Coming next is the coolness of the night and, the blackness of the
uncertainty in May's future that looks dark and scary, but is actually quiet and peaceful,
like a.desert night. This is what I wanted the lighting design to portray as the play
changed its course. Dave was receptive to these concepts and was very thoughtful about
these images (February 25, 2000).
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The next obstacle that Dave and I had to overcome was The Old Man, and how to
keep him separate from the main acting area. Dave clearly stated that he could keep a
special on The Old Man's area that would come and go as needed. We discussed that this
special should have a colder quality to the light since The Old Man is not really present
and almost ghostly. Dave explained that since this Old Man light special would be
cooler, it would easily blend into the hotter tones used on the rest of the set, and could
almost appear slowly over time, without pulling focus. We discussed that Shepard often
states that the "light rises slowly on The Old Man" as to show how his character does not
pull focus quickly from the main action of the play. Instead, he almost sneaks in
(February 25, 2000). This concept of sneaking in is a quality that I want the actor cast as
The Old Man to be able to play. I feel that this sneakiness is what really speaks to the
type of man he was when alive and with May and Eddie' s mothers; therefore, he would
seem this way after his death, in May's and Eddie's memories. This led to a discussion
as to whether The Old Man special had to follow him as he broke into May and Eddie' s
world at the end of the play. I told Dave that I didn't think this was necessary since The
Old Man is entering into their domain and not vice versa; therefore, The Old Man would
be in their world and their light. It would give a more dramatic effect, almost making it
seem as if a dead person was walking amongst the living again. Dave's concern, though,
was that The Old Man would take on too much color. I disagreed, I thought that since his
costume color palate was very bland, the lighting color palate would not be able to absorb
too strongly onto The Old Man's clothing. Both Dave and I agreed that this is something
we would have to look at more closely during our technical rehearsals (February 25,
2000).
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Another idea of separating The Old Man from main action of the play would be
through a smoke screen. This initial concept was one that Dave, Laura, and I had
discussed in passing. This was initially an intriguing idea, but, after closer consideration,
it was abandoned due the impracticality. First, we were concerned that the smoke would
not emit a small enough stream to encompass only The Old Man and would instead bleed
into the main acting area. Second, we thought it would retain too much focus on The Old
Man, which was contrary to our initial design concept for the character. Third, we were
concerned that stage smoke causes more audience distraction from the acting of the play
than its overall worth. Some people are extremely sensitive to the odor emitted by the
smoke and would not pay attention to the play during these moments. Dave's next
suggestion was to replace the smoke screen with a small ashtray smoker that would emit
a small stream of smoke from the ashtray where The Old Man's pipe would be sitting
(February 25, 2000). This was something that we played with, but during our technical
rehearsals, it was cut. The effect was so minimal it wasn't even that noticeable and, as
much as it slightly enhanced the reality of the character, it ended up running out of the
coil it used to burn prior to the ending of the play. Since we had no intermission to reset
any props or_ effects, the smoke was eliminated altogether.
The final effect that needed to be discussed was the presence of the Countess' and
Martin's headlights throughout the play and the burning of Eddie's truck at the end of the
play, all outside the motel room. Due to the limited amount of space between the false
set wall and the actual wall to the Black Box Theatre, and the timing of the action of the
play executing these effects added multiple complications. For instance, when the
Countess' headlights arrive, May opens the door of the motel room and stares out. At
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this point, the headlights are piercing on her. Due to audience sightlines, both Dave and I
were concerned about how this effect would be executed without showing the stagehand
controlling the headlights. Also, Dave was concerned that the headlights would be too
close to the door and not read to the audience as realistic. Additionally Martin's
headlights were made more difficult to achieve by the action of the play. Immediately
after Martin's truck pulls into the lot, he supposedly exits the truck and instantly bursts
into the room. During technical rehearsals, Dave and I played with multiple possibilities.
It was concluded that the stagehand would lie on the ground with a wooden board with

two lights affixed to it in her hand. She would move the board in a smooth motion that
read as if a vehicle were pulling into the parking lot. Since the stagehand was on the
ground and in black, it was difficult to see her. Plus, the brightness of the lights helped to
conceal her from the audience. As to her being away from the action of Martin's
entrance, the stagehand had to quickly roll herself out of Martin's way so he could take a
running leap through the window of the room the stagehand was just laying underneath.
It was complex backstage choreography that luckily worked out well, after much practice

at the technique. For the explosion and fire of Eddie's truck at the end, Dave and I
decided on a color wheel to be placed just outside the second door to the Black Box
Theatre closest to the window of the motel room, a door that was being used by the actors
to enter the space and not by the audience. Dave and I had an initial concern that the
color wheel would make too much noise and would be picked up by the audience in such
a close space (February 25, 2000). But, when we added the noise effects of the explosion
of the truck, the horses screaming and running off, and the constant burning, the noise of
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the color wheel blended in to these effects enough that it did not distract much from the
potency of the final moments of the play.
Overall, working with Dave Bowman was a pleasure. As a director, what I
learned from him was to be a better listener and to respond to the speaker by repeating
what the speaker had just stated. This tactic was one that Dave used often and it worked
well. I knew that Dave was truly listening to my concepts and ideas for the play' s
lighting design, but also, that repeating what was just stated helps the person who was
speaking to hear their words again, and then verify that this is exactly, in fact, what was
meant. Dave's expertise with equipment was beyond my comprehension, and I trusted
his judgment thoroughly. My only disappointment in this process is that I didn't get the
opportunity to learn more about what effects Dave was incorporating into his design plot,
so that I could then use this same language with future lighting designers. I missed the
opportunity with a professional at my grasp, and for that I was disappointed in myself.
But, overall, working with Dave Bowman was a very enlightening collaborative process,
one I learned much from and was pleased that I was given this opportunity.

Sound Design: Scott Selmeski
The process of sound collaboration was more of a complex journey than I had
anticipated. Initially, I was extremely excited about this specific design collaboration
because of Shepard's musicianship and the emphasis he places on the music and sound
effects in his scripts. I had already used music as a tool to research Fool for Love and had
opened up my own musical tastes to incorporate the music choices Shepard had selected
for this play. Because of these strong emotional bonds to the musicality of the play, and
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how the emotions of the play evoked by the characters are also musical in nature, when
faced with a sound designer who was reluctant to be part of the design process, it made
the journey of collaboration at times both difficult and disappointing.
Despite a late start due to errors in communication amongst the production office,
the potential designers, and I, Scott Selmeski and I began on a strong note. Not only
would Scott be designing sound for this production, but he would also be Technical
Director; both were new roles for Scott and he was anxious in carrying out both of these
tasks. With the task at hand, Scott and I decided that tackling the sound effects of the
show would be our first priority. We discussed the arrivals of the Countess, her shooting
and colliding with Eddie's truck and trailer, and her exiting the parking lot. Scott and I
discussed that these effects should be believable to the audience so as not to interrupt the
flow of the play. With this idea, Scott suggested that we add sound effects for the
Countess driving up to the lot and an extra gun shot. According to Scott, the extra shot
would make the explosion of Eddie's truck on the second arrival of the Countess more
believable. Scott stated that he did not believe that the Countess simply running into
Eddie's truck would cause it to explode without in tum, killing her. The second shot
would be a shot at the gas tank in Eddie's truck, causing a leak, and therefore, an
explosion. I agreed that this sounded more realistic and agreed that if the Countess died
on impact, Eddie would stay in the hotel with May. There would be no reason for him to
leave her then (January 25, 2000).
The script describes the style of gun the Countess as carrying a magnum pistol.
Scott thought that a single-barreled pump-action shotgun would be more realistic since it
would create more damage to the truck with its wider range of impact. This type of gun
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could better create the effect of blowing out the windshield while setting off the truck's
horn at the same time, as it calls for in the script. Scott also wanted to change the sound
effect of the window breaking in Eddie's truck. It would not actually shatter and blow
apart; instead it would crack and blow a hole, due to safety windshields in more modem
vehicles. Since this play is supposed to take place in the present, we discussed that
Eddie's truck, though older, would still have this modem safety measure installed
(January 25, 2000).
When it came to the type of truck, both Scott and I instantly agreed that the truck
would be an American-built Chevy, Dodge, or Ford half-ton pickup in order to trailer
horses; therefore, the horn sound would have to sound like a horn from this style vehicle.
Also, both Scott and I agreed that the trailer would be a standard two-horse trailer since
the double swinging doors could come unlatched by a strong collision and explosion of
the truck, causing the horses to get loose; therefore, this will reflect in the sound that is
heard: two horses and not a stampede. As for the impact of the vehicles themselves,
Scott and I knew that it would need to sound like a luxury car hitting a half-ton truck, but
we'd have to listen to multiple sound effects to find one that would be believable
(January 25, 2000).
The door slam effect had many possibilities. I informed Scott that I thought it
should be more of a resonance than a large boom. My explanation was that the sound
represents how May and Eddie are shutting each other out, which reflects how both were
taught to deal with problems. May and Eddie escape from their problems rather than face
them; therefore, they are figuratively and literally shutting the doors on their problems.
With this in mind, I thought that a resonance would be more realistic than a large earth-
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shattering boom since it also affects the other character and would resonate emotionally
with them. A boom, on the other hand, would be so harsh that it might cause the other
characters to ignore May or Eddie and not want to continue the game. The resonation of
the door, I thought, should be mechanical and real, not pre-recorded, so that it would
match how hard the actor actually slammed the door; a pre-recorded effect would not be
as powerful in my opinion (January 25, 2000).
Musical underscoring was an effect that I thought should only be used in one
specific area of the play: when The Old Man has his first monologue to May about how
she was soothed by the mooing of cows in a dark field. I explained to Scott that the
effect for this needed to be very gentle and barely noticeable (January 25, 2000). The
purpose for this underscoring would be to emphasize the emotion that both May and The
Old Man feel as he relives this old memory with her. This is the only time in the play
that we see this bond between father and daughter; it is the only moment that they enjoy
being together. It is a crucial moment in the script since it explains to the audience the
reason that May finds it so hard to give up her past and move forward. Up to this point,
we've seen her celebrate leaving Eddie and starting new, the power that Eddie has over
May's emotions, and how weak she can be around him. This weakness could empower
May more, drive her to leave Eddie so she can gain a sense of self again; independent
women would see this potential and be angered that May has not seized the opportunity
that she created for herself. This love that is revealed between The Old Man and May
during his monologue is what drives the back-story of May's character and allows the
audience to empathize with her situation more. Since the characters of Eddie and The
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Old Man so closely resemble each other, we now see the inner struggle that May
possesses; hence, the necessity for underscoring.
The only other musical element that would be added into the action of the script
needed to be right at the beginning of the show. It was my decision to add a moment of
story-telling into the opening of the play in order to enhance May's story. I wanted to
show that May chose to leave Eddie and was at the peak of new opportunities in her life;
these were all things that are mentioned later in the script as Shepard develops May's
character. May reveals that she has a new job as a cook in a restaurant, that she has a
new life that she has created on her own without Eddie, and that she is going on a date
that very evening. In my opinion, these character choices for May were all in an attempt
to show her strength of character. I was concerned that if the audience could not
experience this strength of May's character right at the opening moments of the script,
that May's monologue in which she reveals her pact with Eddie and the truth of their
pasts to Martin at the ending of the play, would not be earned. So, in order to enhance
May's strength, I wanted May to enter into the space with determination and not with
defeat, as Shepard had written. I had May come into the motel bedroom from the
bathroom, fresh from her shower, in her bathrobe, getting ready for her date with Martin.
I had her carry in a small boom-box tape player. I told Scott that I wanted music to be
playing from the boom-box, as a way of pepping up May prior to her date, playing music
that was empowering and feminine, so May could dance in excitement and with a
nervously happy energy. What was also important about the music choice was that it
should infuriate Eddie when he hears it playing from outside the motel room; it should
have the opposite effect on him that it does on May, since this type of music proves to
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Eddie that May is celebrating her leaving him. I wanted the music to be ended by Eddie
as he enters the room; therefore, the boom-box needed to be operational and the music
should come straight from the tape in the boom-box and not from the sound system in the
theatre. Also, I informed Scott that I thought this should be a country song, something
relatively modem. Scott thought a song by Tim McGraw would be a good choice, but I
informed him that I thought for two reasons this would not work: one, Tim McGraw's
music is masculine-driven and would empower Eddie and not May, and two, it is too
recent, and therefore dates the play completely in the immediate present and not allowing
for enough mystery surrounding the date of the play. I wanted the play to be placed
sometime within the last twenty years, not precisely this year. What ended up being
chosen was "Born to be Blue," by The Judds. Ultimately this was selected by Gabrielle
Bernstein who played May, which will be discussed in Chapter Five (January 25, 2000).
As for pre and post-show music choices, I told Scott that I really liked both the
songs that Shepard chose as opening and closing music, "Wake-Up" for the introduction
music into the action of the play, and "I'm the One Who Loves You" for closing music,
both by Merle Haggard. "Wake-Up" has a gritty but comforting, repetitious pattern, very
traditional country, emphasizing the past story of the characters in the play. In addition,
the lyrics to this song are a way of letting May know that she has made the right decision,
to move away and leave Eddie. "I'm the One Who Loves You" again, in the traditional
country style, has a repetition about it that enhances the moment at the end of the play
when The Old Man is left alone on stage, facing the audience, vulnerable, as he has been
left behind. This song, though sad, has a sense of hope; May will struggle through and
survive somehow, whichever direction she decides to go, with or without Eddie. Scott
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and I discussed that the pre-show music mix we would create for the audience entering
into the theatre should be on a separate recording from "Wake Up." This way, the song
could be controlled better by the sound operator for the show and it could be matched to
the opening lighting cues since this song would begin approximately during the last four
minutes of the audience settling into their seats and after the house doors had been shut.
Also, the song would be able to be stopped by the operator whenever the moment felt
right, matching the needs of the emotion the operator would see coming from The Old
Man upon hearing the song rather than letting the music play until a specific, timed
moment. "I'm the One Who Loves You" would be the lead-in song to the rest of the
post-show music and could be placed onto the same mix. It would not have to be
separated since the song could play in its entirety. Overall, Scott and I discussed that we
would probably need about thirty-five to forty-five minutes of pre-show music and only
about fifteen minutes of post-show music, since it takes the audience longer to enter the
theatre than it does for them to exit. Scott suggested that the actors break the fourth wall
during the curtain call and re-enter the motel room through the only entrance for the
audience and not through the door of the motel room, also with their own shirts over the
top of their costumes. The idea is interesting and one I had just facilitated in my
understudy production of David Mamet's A Life in the Theatre, but I wasn't sure if the
actors would have time to put a different article of clothing on, especially The Old Man
who would be farthest from the exit and have the most amount of costume pieces on, in
addition to aging makeup, which he would not be able to remove in time. The concept
though, was a valid one, and one I thanked Scott for offering, since that way it would be
very clear that the actors were bowing and not the characters, keeping the world of the
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play intact and still wrought with emotion. Another idea Scott had was to hand out the
programs at the end of the play so there would be less to distract the audience from the
action of the play, holding the audience even more "captive" as Laura Brignull and I were
trying to accomplish with the set (January 25, 2000). This idea I thought was very
interesting, but was not done, due to recommendations by the front of house staff stating
that audience members tend to resist this as this is not an expected theatrical custom and
would maybe become angered at not receiving a program at the top of the show.
After the initial meeting between Scott and me, progress in sound design was not
up to my expectations. Within the course of a month, there had been no meetings
between Scott and myself. I had arranged a visit to the local country music station,
WBBS, in order to record some pre and post-show music as well as character
development music, without assistance from Scott. Both Scott and his advisor, Jon
Herter, had originally wanted to purchase CD's to remain in the Drama Department's
sound library, but this was decided against, due to budgetary constraints. Therefore, I
had suggested contacting the radio station as an option for recording music since I had
previously used this concept during my undergraduate studies in Potsdam, NY. With the
fact that I had made all the arrangements for meeting at WBBS to record music without
Scott's assistance, I had decided to call a meeting with both Scott and Jon in order to
discuss Scott's role as sound designer. Jon suggested that he and I meet prior to Scott
joining us, so I could vent some of my stressors with Scott's performance as sound
designer. After the initial discussion between Jon and me, which was very informative
and relieved me of some stress, Scott joined us. Jon gave both Scott and I valid
information regarding our process together and some very good suggestions as to our
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timeline and our method of design. Jon wanted to ask me questions as ifhe was
designing sound for the show, in order to show Scott the questions that he should be
asking the director. After showing Jon the three pieces of art I had shown to Dave
Bowman to explain the emotional arc of the play, I explained to him how the play gets
progressively more intense, hot, and immediate and, the dialogue becomes more open
and honest about the characters and their pasts, lending to suggestions about what may
happen to them in the future. The language of the play is stark in the beginning and
becomes dense at the end. Therefore, the music needs to reflect this transition in
language, hinting with the pre-show music that there will be heat and intensity and then
letting that heat explode with the post-show music that starts to relax as the music
progresses and the heat of the moment is released. Jon then stated that, overall, it
sounded like older, traditional country was what I needed more than modern. My reply
to this was that I wanted a blend of older and newer, since I thought that May represents
more of the newer generation and The Old Man and Eddie represent the older generation
of country music. Plus, I thought that if we had too much of one style of country this
would date the show too much; I want the show to be less about time and date and more
about people and relationships. This led Jon to suggest mixing and matching styles a bit;
therefore, the trip to WBBS would be profitable. We would look for modern country
with more of the older country repetitious style so it would stay consistent with the theme
of the production. Jon also suggested that when Scott and I visit WBBS, we try to record
on a DAT tape so that the sound could be fed through the condenser that Jon had. I was
unsure what the effect would be, and Jon showed that it eliminates all extra noise making
the sound purer, more immediate, and more distinct. It was an effect which I loved
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instantly. Jon also suggested that, for the trip to WBBS, Scott and I should record about
two hours worth of music, giving us more choices and allowing us to narrow our options
over time rather than forcing us to choose the music mixes hastily (February 25, 2000).
All of the suggestions and advice that Jon provided to both Scott and me were greatly
appreciated and this meeting assisted our communication together, putting us back on
track.
The trip to WBBS was very successful. The local disc jockey that I had
contacted, Rick Jordan, coincidentally, was the same disc jockey that I had worked with
at the station in Potsdam, NY, under a different pseudonym. This was discovered after
Rick had mentioned that he had done a similar favor for someone when he worked up in
the "North Country." This coincidence explained the ease of my communication with
Rick and why he readily accepted and offered his services. The process of music
selection was virtually painless, even though Rick was less help than I had anticipated.
He showed us how to use the equipment and how to use their song library catalogue.
Happily, Scott ended up taking a leadership role, and all music was recorded onto the
DAT tape (March 2, 2000).
The next meeting Scott and I had was to review our music selections from the
recording session at WBBS. Scott had burned the music onto two CD's that I could use
for rehearsals. Unfortunately, track three had digital failure, so it would be unplayable.
If I felt I really needed it, we discussed that we could purchase it. Then Scott and I

discussed the need for the condenser and when we would apply the use of it. Also, we
reviewed the order of the effects and exactly what should be heard first, second, third, as
well as which overlap was needed, for each effect. Also, Scott and I discussed that the
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door booms needed to grow in volume with each boom to express the danger that is
evolving between May and Eddie and how each time the door slams, they are touching
deeper and deeper to the root of their problems as they get closer to revealing the pact
(March 6, 2000).
The next meeting with Scott was not as productive as was hoped. He was
supposed to have created a sound plot for me to sign off on since we were getting closer
to Scott's production deadline. Scott did not have this for me and also asked similar
questions about the timing of the cues, which we had already discussed at the last
meeting. Jon was at this meeting, since Scott was supposed to be turning in his plot for
director approval. Since Jon was available, instead, Jon and I filled Scott in on an
discussion that had taken place between Dianna Angell, production manager, Jon, and
me, in the production office regarding a body microphone for The Old Man. I had
thought that this might be necessary in order to give The Old Man more of a ghostly
quality about his speeches, especially at the end of the play when we could add more
volume and power. Both Jon and Dianna did not feel the body microphone was
necessary due to the size of the performance space. Scott did not participate nor react to
this suggestion; he seemed very lassies-faire about the idea. It was at this meeting that
Scott told me he was no longer my technical director and that this had occurred two
weeks prior. This may explain the change in Scott's demeanor. Scott asked me to copy
the CD's I had with the recording session music on it for him so he could listen to them
and we could both make selections for pre and post-show mixes. I agreed and we
decided to meet again soon, since his deadline to the production office was fast
approaching (March 20, 2000).
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The next three meetings were unproductive. For the first meeting, Scott brought
sound effect selections from a four-disc collection that I also own. Most of these were
inappropriate for all the discussions we had previously had. I was upset that Scott had
not used the sound library that was at his disposal. Also, Scott had not compiled a list of
pre- and post-show mixes as we had planned (March 24, 2000). For the second meeting,
Scott said he was ill and couldn't meet, so it was cancelled (March 27, 2000). At the
third meeting, Scott did bring a list of music, which was identical to the songs that I had
selected, since it was in the exact order that I had suggested at our very brief meeting on
March 24, 2000. On the positive side, Scott had now found appropriate sound cues that
were very close to what we had previously discussed. The only cue he was missing was
the sound of the car windshield cracking apart (March 29, 2000).
The final meeting Scott and I had was actually at a production meeting.
He now had the final missing cue. The cracking windshield sound effect was appropriate
and I accepted it. He had a typed list of pre- and post-show music that was way too long
and in an order that did not fit our prior discussions, nor could he effectively defend his
choices. We restructured the list together and I signed off on this. The pre-show music
would be the following: "Whatcha Gonna Do With a Cowboy," "And Still," "I'm Still
Dancin' with You," "Famous Last Words of a Fool," "No Future in the Past," "House
With No Curtains," "Life's Just Not the Way it Used to Be," "It's Been So Long
Darlin'," "Take Me Back." This list times out to be thirty-one minutes and seventeen
seconds. Then "Wake Up," played on a separate tape, times at four minutes and three
seconds. The post-show music would be: "Remember Me, I'm the One Who Loves
You," "It Makes No Difference Now," "Nothing I Can do About it Now," "Never Had it
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so Good," "Whiskey Under the Bridge," Fool I'm a Woman." This list times out to be
sixteen minutes and thirty seconds long.
Scott also showed a hastily drawn floor plan of where the microphones and
speakers would be set. I told him we would need to enter the space and work this
together. He had planned that four speakers would be placed around the set one for each
door to create the boom effects and two at about center stage facing each seating unit so
that the sound would be coming more from within the set and not outside of it. Overall,
the concept sounded acceptable, but was one that I wanted to work with him on.
Overall, working with Scott Selmeski was a learning opportunity for me as a
director. I tested my strengths and learned from my weaknesses. I showed myself that I
could effectively communicate with a designer about sound effects, timing, structure, and
musical choices that reflected the emotional arc of the play. I learned that I needed to
respond more to the needs of my designer with understanding and compassion, and not
with frustration, since nothing positive resulted in this behavior. The design of the sound
for the show, luckily, did not suffer from either Scott's or my mistakes. I was happy with
the overall result, if not always with the journey. There are things I would have changed,
like my frustrated reactions to Scott's lassies-faire attitude at times. But there were also
moments I would have liked to remain the same, like the way we communicated about
the cues during our earlier meetings and how he really took charge when I needed him to
during our recording session at WBBS. Overall, it was a process I think that both Scott
and I needed to journey together in order to improve ourselves as artists, since artists
thrive on struggle and conflict. This conflict and struggle therefore created a positive
result in the design of sound for this production.
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The designer-director interactions that encompassed the production of Fool for

Love were creative, difficult, challenging, unique, enlightening, and intense. Each
designer uniquely approached his or her role to the production and used his or her
creative skills to tackle the task at hand. Prior to the collaborative process with the
designers, as a director, I was nervous, excited, hesitant, and energetic. Through this
process, I grew and have learned from the mistakes I have made, even though, through
my humanity, I am sure to make some of the same mistakes again. What became clearest
through this process was that, for Fool for Love, the set really highlighted the play's
theme, the costumes told the characters' journeys, the sound and lights painted a picture
of the story. Working together, these design elements helped to convey a strong
comprehensive analysis of the script, without any words being spoken.
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Chapter Five

"This process I think was the most exciting that I had ever participated in. Going into it,
I was extremely nervous. ...I have never had such an experience as this. "
Judy L. Bunker Zanin, audition notes, January 22, 2000

The process of working with my cast was a cornucopia of experiences and emotion.
There were times when that energy was high, excitement was in the air, and the process
was rewarding. There were, however, other times as well; times when tensions were
high, stress was overflowing, and the process was trying. As a director, I had many
expectations for my cast. I wanted a cast that would be instantly connected to each other
emotionally, who could feel safe with each other and be able to explore the depths of
their characters, which would emulate from within and then exuding energy to include
the other characters in their exploration. I wanted a working unit, a real team. For a
show so emotionally-driven and so complex in its story, characters, and thematic
material, this was much to ask from college-age dramatists. My hopes were high and at
times, these hopes were dashed to new lows as the emotional work got the better of all of
us in the rehearsal room. What eventually evolved from this entire rehearsal process was
a cast that was not necessarily emotionally connected to each other, but was willing to
explore the emotional roller-coaster that the script had played out for them. In hindsight,
the overall performance was a success, but improvements could have been made, a
realization that was much easier to recognize after ten additional years of experience
behind me. Yet, with all the highs and lows, I would not have traded this experience nor
changed my choice of plays to direct for my master's thesis for anything in the world.
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Auditions

General auditions were arduous for the Syracuse University Drama Department
season but revealed that some of my prior intuitions about casting were correct. From the
previous semester's general auditions, I had noticed the emotional connection that Shaun
Kevlin could dedicate to his monologue. Shaun had a way of driving his monologue
through an emotional wringer, and at this audition for the spring semester, I noticed this
same connection. This was especially interesting since Shaun's monologue was about
tennis; I hung, though, on his every word. There were very few other males in the
general audition process that I saw who could hold this strong emotional intensity.
Conversely, going into the audition process, I knew there were a handful of young
women who had the potential for May's part. I was specifically looking for a woman
who could tum her emotions on dime creating a real bi-polar effect. During the general
auditions, Gabrielle Bernstein was intense. I was absolutely stunned by her audition,
such that I stopped in mid-wring ofmy tea bag! At the end of Gabby's audition, Wendy
Dann leaned over to me and stated the exact thing I had been thinking, "Judy, she's
sexy!" Other women in the generals were also very emotionally connected, but they
were not gritty. There was a polished element to their auditions, not of a raw quality,
which is what I needed for May.
For The Old Man, there were few potential actors from the Drama Department
that I could picture being able to exude emotion, story, and character mainly through
facial expressions rather than words. This actor needed to be on stage the entire length of
the show and for pre-show while the audience was gathering; The Old Man needed to be
seated in the same rocking chair for almost the entirety of the show. But, most
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importantly, he needed to be able to portray a much older character, with many more life
experiences than any of these young actors could carry in their back pocket. The Old
Man was going to be a challenge to cast. Prior to auditions, Brian Pollack had
approached me about the play, but I think he had not actually read it; I think he was
interested in working with me again after the understudy production of George Bernard
Shaw's, You Never Can Tell. I suggested that he read the script ifhe hadn't and come
back and see me. Brian saw himself as Martin and not The Old Man. But, Brian did
state that he thought The Old Man was a challenging role that he would love the
opportunity to play.
I knew that I had a handful of young men who could play Martin's very straightman comic role convincingly. The quality that I needed for this character was a person
who could play the victim without being victimized, a man who would not allow for the
revealing of the truth to shake him, who could be shocked but not outraged by May and
Eddie's incestuous relationship. Not only did I need this talent to be exhibited by
whomever I chose for Martin, but I had to make sure this actor would add to the feeling
of safety in the cast and not deter from it. Prior to auditions, Wendy Dann and I were
speaking about this, and Andy Newlin's name came up. Wendy commented on how he
was a very strong, creative actor, was very dedicated to his art, and might be a good
choice for Martin. Wendy and I agreed that Andy was an actor who could portray the
absent-mindedness of Martin without detracting from the importance of this role to the
story (Audition and Callback notes, January 18-22, 2000).
The callback process was intense. I initially had thirty women on my callback list
for May, but eventually narrowed it down to a more manageable eleven. I had seven men
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for Eddie, four men for The Old Man, and eight men for Martin. I had felt that I had precast the show and was determined to empty my brain of these preconceived notions. I
wanted these other actors to actually prove me wrong. I wanted to cheer in their comers
during the callbacks.
The first day of callbacks was dedicated to monologues, seeing all actors except
for those in the role of Martin, since this character has no monologues. I carefully
considered each candidate, at times calling back individuals to hear again, giving specific
directions to make sure I had given each candidate a fair chance. After this, I narrowed
down my options. Now, there were three options for both May and Eddie and two
possibilities for The Old Man. In the end, it became obvious that my initial instincts had
proven true. The other possibilities for the respective roles were unable to stay
emotionally connected. I reflected that "They just didn't have the extra willingness to
grab at their own baggage and shake it at an instant. They were all a little too planned. It
became clear though at one of the last scenes I did before I started looking at Martin that
this would be my cast. We did the last scene where May finishes her long story about
how she and Eddie met and the two start walking together as The Old Man tries to break
them apart. They were all joking when they started, crying when they were done with the
scene, and hugging/checking on each other as they left. It was incredible. I had chills
and so did Michele [Fugate]. I knew at an instant I had my cast and needed them all
together to make this [show] work" (Audition and Callback notes, January 18-22, 2000).
The final piece to the puzzle was Andy Newlin as Martin. The other two actors,
Julien Schwab and Jono Hustis, were both wonderful in their renditions of the role but
were lacking in the absent-mindedness quality that I needed. Both Julien and Jono
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seemed to be able to put two-and-two together a bit too well for Martin. Also, neither
Jono nor Julien, could portray themselves as being afraid of Shaun. The challenge of
Martin is that he literally jumps into the play and tackles Eddie. Then, over the course of
the play, is worn down by Eddie's mind-games and becomes intimidated and somewhat
fearful of Eddie. Only Andy could portray this, which was ironic, because he was the
tallest of all three actors, towering over Shaun by about three inches.
The casting process was difficult, since I had to compete for my casting choices
with main-stage shows which took casting precedence over mine. In the end, the only
actor I had to "fight" for was Gabby. The determining factor was the fact that she had
listed my show as her first choice and this took precedence. The casting process was now
complete: Gabrielle Bernstein as May, Shaun Kevlin as Eddie, Brian Pollack as The Old
Man, and Andrew Newlin as Martin. Now it was time for the real work to begin: the
rehearsals.

Rehearsals

Directing Fool for Love was going to be a challenge. I had trepidations about
working on this play with such a young cast. The warnings that professors had given me
about choosing such a complex play were now starting to wear on my mind. Would I be
able to coach these young actors into giving themselves over to their deepest emotions?
Would these actors be willing to dedicate themselves fully to the complexities between
the action, language, and emotional intensity required by Shepard' s writing? The
answers the questions could only be given after the rehearsal process was over and the
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performances had begun. Now, it was just a matter of trusting my instincts as a director
and plunging ahead, headfirst.
Our first rehearsal was so disappointing that I didn't even create a first rehearsal
journal for that day. All that was accomplished was a first table-read of the play. The
actors are very anxious to get the play up on its feet. By the second rehearsal, the
enthusiasm was much higher. We blocked the play up to the third scene and ran through
it twice. We discussed that, since the theme of the play is about breaking the cycle,
instead of walking in straight lines, these characters tend to walk in circles. It is
important for the actors to start walking in curves, since this way, it will create a lovers '
dance that May and Eddie can play. Overall, this tactic was a bit awkward for the actors,
but I believed that this method would pay off as their intentions become clearer; then,
their circular floor patterns would become natural. Additionally, the kiss between May
and Eddie was extremely awkward. As these actors were quite young, they had not yet
learned how to distance themselves from their characters during these private moments.
This kiss and the moments leading up to it would require more attention (March 8, 2000).
By the next rehearsal, Andy Newlin was back, and this added some real life to the
rehearsal space. Shaun Kevlin and Andy really seemed to work well off each other; their
close friendship helped in this level of comfort that the two felt together, and this
translated well to the work environment, especially since Martin gets bullied emotionally
by Eddie. Shaun had some moments when he had remembered a comment I made to him
during auditions about Eddie circling the table during The Old Man's monologue in
which he describes not being able to recognize either of his children. Shaun noticed that,
in this action, he could show how Eddie had been defeated by both May and The Old
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Man because this monologue is The Old Man's way of saying that Eddie also broke their
pact! I was in complete awe at this statement by Shaun; it showed how well he knew the
script after such little time.
Shaun was not the only one with some great ideas; Andy had some as well. Andy
stated that Martin wasn't as passive as he seemed that Martin was more passiveaggressive. Andy believed that statements like "I'm really sorry I knocked you over," are
Martin's way of being passively sarcastic and slightly aggressive toward Eddie. This was
a complexity to Martin's character I hadn't even considered, and it really opened up a
whole new level to me. I guess I had been more apt to keeping Martin more onedimensional and I think that allowing Andy the flexibility to explore Martin's dimensions
in the limited amount of stage time and language that he had to use really added another
level to the show (March 9, 2000).
By our fourth rehearsal, we had finished blocking the play and were able to do a
full run-through to check blocking and sightlines. The final third of the play seemed
stagnant, as this section is less active and more based out of character intention, a layer
that I did not want to add into the rehearsal process until this basic blocking was
completed. The reason for this was because intention would adjust their physicality and
possibly make the rehearsal room unsafe if the actor had taken the intention too far away
from where we could safely play it so early in the development of the script. But,
because of this lacking in intentions, all the actors, especially Andy, who works mainly
out of intention, found this rehearsal to be stifling. I had to constantly remind them that
intention would be added later, safely, layer by layer, and right now we needed to know if
the logistics of set and prop placement were operating as intended since we would soon
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be building the set. Overall, Michele and I had to constantly check sight-lines and prop
placement to make sure that the bed, the table and chairs, and The Old Man's rocking
chair were going to give us the ideal sightlines for our audience in relation to our actors.
The toughest challenge was placing Eddie during his monologue, "my natural
instinct is to want to see Eddie, but I don't think that serves the play. I think we can hear
the picture being painted for us by Eddie and then see it through Martin['s reactions].
[Shepard's] notes were so specific about not using any tricks and letting the language
guide you through it. I think when I work with Shaun on this [monologue] I'll have to
work with him two separate ways, once with seeing him and helping him paint the picture
and the second time without watching him and helping him use his back to show
emotion. Because Eddie is so broken, I think if his back is really active and emphasized
for this part only, it will really make a statement. Plus, the audience needs to see Martin
because they are identifying with him the whole way through this process. He is their
guide and connection [to the play]. It's his facial reactions we need to see and not
Eddie's. Plus then, Eddie is right in sight of May when she comes in through the door
and then we again see the triangle (Eddie, May, and The Old Man). Martin is not part of
it; he is surrounded and getting in the middle of it, but he isn't a structural unit of the
triangle. May's monologue is quite different we need to see her face and see the journey
that she has taken and where she is right now, because it is very different from where
we've seen her before" (March 10, 2000). All of these blocking issues would be resolved
in the development of the language and character intention work that we would be doing
next. Therefore, it is difficult to say if this concept of layering intention to keep the
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rehearsal room an emotionally safe place to explore emotionally and physically was truly
the best way to rehearse this play.
During the week of Spring Break, the actors had agreed to remain in Syracuse in
order to continue rehearsals. Therefore, since we would have more time to rehearse, as
we could rehearse all day without interruptions for classes, I wanted to make sure I made
sufficient use of the time, but also give my actors some fun exercises to explore their
characters with so they would feel rewarded for sacrificing their Spring Break week,
losing vacations and family time.
For our first rehearsal that Saturday, I decided to take them to breakfast. We went
to IHOP and talked character. There were many profitable developments that came out
of this breakfast meeting. We discussed individual character traits, the back-stories of the
characters, and what has happened to each of them, all of which we must assume from
the limited amount of text we have in the script. Another interesting issue that arose was
when May and Eddie first realize that they are related. We all came to the conclusion
that this must have happened when May's mother begged May not to see Eddie anymore,
and as May and her mother argued, May's mother revealed this sickening truth, but now
the damage had been done, they had sexual relations already and had fallen in love. It
was too late. This led us to another discovery: when Eddie's mother commits suicide.
We decided that this happened right after May's mother finds out from May that she and
Eddie have slept together. Immediately, May's mother decides to put a stop to this
horribly explosive love triangle altogether. May's mother goes over to Eddie's house and
reveals the truth to Eddie's mother about who she is and that Eddie and May are
incestuous lovers. Eddie's mother can not possibly process this overload of information
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with ease and, without thought, instantly grabs her husband's gun and shoots herself in
the head.
Shaun wanted to know why Eddie's mother is weak and May's mother is strong.
I told him that this was a very surface view of the situation, and explained that both
women had their weaknesses and strengths, but unfortunately, Eddie's mother broke after
her weakness got the better of her emotions, and we don't know really what happened to
May's mother after that moment because none of that is explored in the script. But we do
know that May's mother's weakness was her love for The Old Man and that it drove her
to insanity: following him around the country, trying desperately to be a part of his life,
even when he didn't want her to be. Eddie's mother knew what The Old Man was doing
and about his affairs, but she chose to ignore it. The reason she killed herself was
because it ended up staring her in the face, literally, as May's mother stood on Eddie's
porch, and because Eddie, her son, was sleeping with May, "the tramp's" daughter. That
fact was something she knew instantly that she would not be able to ignore, and so she
killed herself. We discussed that this is what leads The Old Man to say that May and
Eddie are the spitting images of their mothers: May can't live without her lover, just like
her mother, and Eddie continues to ignore reality, just like his mother (March 11, 2000).
After breakfast, we all went to the rehearsal room. Gabby and I played with
different songs for her to dance to with her boom-box at the top of the show. We selected
The Judds' Born to be Blue. It seemed to have the lyrics, beat, and musicality that Gabby
responded to best. Gabby requested a mix tape of character music. This idea was
wonderful, and I ended up making each actor a mix tape of music that would express
character to them. It was a compilation of my own collection I had been using to explore
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the emotional musicality of this show as well as songs Scott Selmeski and I had recorded
from our session at WBBS for pre- and post-show music. In Gabby's development of
discovering her character, I had her dance about the stage during Born to be Blue
numerous times as I gave her specific emotional cues, i.e. feel free, released, happy,
excited, and nervous (positively so). I wanted Gabby to know that when she was
committing to this side of May, it was a side of May that May herself had not explored in
fifteen years. This was successful; it gave me a good basis of something to use for this
introductory moment to the play.
When Shaun came into the room, we worked through scene one; we stopped to
review the artwork I had selected to use with my designers to reflect the emotional
journey of the show, and both Gabby and Shaun discussed more at length about their
character's pasts, i.e. how the Countess fits into the relationship. Some issues that arose
were Gabby's physicality when it comes to stage combat. She obviously has not had
much combat training and she was somewhat unsafe at times. For instance, when May
knees Eddie in the groin, Gabby ended up kneeing Shaun in his kneecap, causing pain.
We discussed that combat was to be worked on slowly and she needed to mark these
moments until Professor Salatino could come to rehearsal and assist the choreography of
the combat. Another moment that needs work is the kiss just before the knee in the groin.
Gabby actually kissed Shaun, this took him by surprise, again, through his inexperience
of exploring these highly personal moments on stage, and this may have played a part in
Shaun's injury that followed, having quickly changed his stance when Gabby surprised
him with a real kiss and altering his position when Gabby was to knee him. I informed
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Gabby and Shaun that both of these moments are going to have to be highly
choreographed; at this statement, both actors felt more secure (March 11, 2000).
By the next rehearsal, Brian was brought in to add The Old Man. We did some of
Anne Bogart's Viewpoints. I put on my mix CD's from the radio station and had the
actors do grid work, reacting to the music through their patterns and style of walking.
But instead, of having them walk on a grid, we made imaginary circle patterns on the
floor, since, as previously discussed, this pattern better serves the theme of the play. This
rehearsal method worked well for both Gabby and Brian, but Shaun was hesitant and
almost resistant to it. It is difficult as a director, I am finding with this cast especially, to
discover rehearsal techniques for character development that work well for each actor.
After the Viewpoints grid-work exercise, we went straight into developing scenes two
and three.
After this scene development, the actors started to delve into more character
development discussions. Something that came out of this was quite unique; all three
actors agree that by scenes two and three, Eddie takes on the protagonist role because
both The Old Man and May are showing him two "pictures." Eddie now had two
suggestions of how to deal with his life: one, cover it up and fantasize about it or two,
deal with it and let the problems in his life inhabit his soul. Eddie's left with the decision
about which he should choose, ifhe chooses at all. And he doesn't choose either because
May throws her curve ball at him, Martin. Eddie makes no choice, not because he
doesn't want to choose, but because the choice is not left in his hands any more. I was
very impressed with the depth of their analysis, and overall, as a cast, they were starting
to really work through this play as a team, and that impressed me.
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We ran through scenes two and three again to give Gabby some propulsion to get
her to scene four when she has to wail on the wall during The Old Man's monologue
about the cows. We worked it three times. The first time, we stepped through it,
stopping to discuss what areas of the stage space should be used and when and how
Gabby can vary her floor pattern that she creates as long as she keeps it cyclical. The
second time, I stood behind Brian and cued him, i.e. "soothe her, cradle her." These cues
assisted Brian throughout the monologue. Then, the three of us sat at the table and broke
the scene down, line by line, and started dividing it up to see what The Old Man says and
how it affects May and what tactics The Old Man uses, when, and why. This ended up
helping Brian find a more conversational quality in the monologue when we ran it again.
At the end of the rehearsal, I suggested to Brian that he take out some children's
story books and read them aloud, so as to find the rhythm of the speech and how the
voice sounds like rocking. This musical pattern to speech is what Brian currently lacks
when he speaks as The Old Man. Brian was somewhat resistant to this parent-child
identification and relationship exploration, as it turned out, he revealed to me that he does
not want children and has no desire to relate to children at all. This explains why this
speech, the only one in which The Old Man is seen as loving May, even the tiniest bit, is
so difficult for Brian to relate to as an actor. This revelation was one that got me to
thinking about ways I could get Brian to view and experience this parent/child
relationship and translate it into his character development (March 12, 2000).
Our next rehearsal was a bit stressful. Shaun expressed his disappointment in not
knowing Eddie better. I think he was assuming that after a few days of eight hour
rehearsals, he would know his character more. Both Gabby and I expressed to Shaun that
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he would have plenty of time to get to know Eddie. This shows how Shaun's lack of
experience started to get the better of him; he wanted to know his character now so he
can work on more intention-driven acting but didn't realize that time on stage acting out
different intentions in each scene and playing with the character would, in time, get him
to know Eddie better. Another ironic moment was when Shaun said he wanted to get offbook so he could know the text better. This was an interesting conclusion. I understand,
Shaun believed that, ifhe was memorized, he would know the text and could play with
the character better, and I agreed. Ironically though, looking at the script periodically
would re-orient the actor with the text allowing the actor to know the text better, rather
than ignoring the script, which is what Shawn wanted to do, get it out of his hands. So,
this is paradoxical. All of this began with Shaun's frustration when he was battling with
May in scene six, the scene the actors had done for auditions. Shaun wanted to give the
scene everything, and could not; therefore, he felt disjointed from his blocking. We tried
the scene again, allowing Shaun to circle the table at his own pace and not at a slower
speed so as to build Eddie's frustration with The Old Man and to propel Shawn into
Eddie's next monologue. This method worked a bit too well; Shaun ended up verbally
attacking Gabby and it propelled her to cry. That was a victory for Shaun, but it also
made Gabby very uncomfortable with Shaun; she was afraid of him (March 14, 2000).
These were issues we were going to have to start dealing with daily as the actors got
deeper into the emotional baggage of their characters. It would be a delicate balance
throughout the remainder of rehearsals: allowing emotion to run rampant as the actors
discovered themselves as the character, but keeping the actors feeling safe in the
rehearsal room.
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For the following rehearsal, we did a bit more table work. I worked two hours
with each Shaun and Gabby, separately, on their monologues. First, we read the
monologue together and we talked about slowing the pace so not to rush the details. I
had each actor sit in the rocking chair to read their monologues to keep the steady pace
they have inherited from their father. Then, we did it again, but this time, I hit the floor
twice for each period and once for each comma, so they would know why Shepard had
placed the punctuation at the spots he did. Next, they did it two more times, first with a
pencil placed in their mouths to assist enunciation, and the second without, noticing the
differences in how their mouths moved and how clearly they now spoke. Both actors
noticed, separately, that the pace sped up and the language was more intense when there
were more consonants, and the reverse occurred when there were more vowels. We
discussed how Eddie and The Old Man paint pictures with their long speeches, and it's
kept more on an intellectual level; conversely, when May speaks, she takes an emotional
journey and paints with her heart. The only time this differs is when The Old Man tries
to console May; then he speaks to her on her terms because any other method would not
soothe her. I emphasized that each needed to look carefully for the places in their
monologues for where the language musically slows down and speeds up in tempo. This
would help them discover why Shepard chose these words and what it says about their
respective characters at these moments in the play. I also suggested Shaun, like Brian,
take out children's story books to find the rhythm in the speech patterns and how these
night-time stories are perfect because even the language can rock you to sleep. After this
rehearsal, we all got together at Gabby's apartment to watch The Streets ofLaredo, which

179

Shepard acts in and provided a good basis for how Shepard views the Old West (March
15, 2000).
Professor Salatino came to our next rehearsal so we could jump right into fight
choreography. It was a very profitable rehearsal. Andy was back in the room, and that
brought up everyone's spirits after having a few days of emotional and intellectual
rehearsals; this physicality was precisely what was needed. As an advisor and as a fight
choreographer, Professor Salatino was great at asking me questions regarding my desires
for the scenes we were working on so he would know how to best stage the fights. These
questions really opened my eyes to my intentions for the scenes as a director. Up to this
point, I had been looking at the script through such a magnifying glass that having this
time to open up and see the play as a whole unit got me focused and re-directed for our
next few rehearsals. After Professor Salatino left the room Gabby was still hesitant to
commit herself to the fight choreography mixed with the dialogue. Both Shaun and Andy
assured Gabby that if she could keep up the pace, the chance for injury would be lessened
than if she hesitated. The only moments that were awkward was when Gabby had to be
on top of Shaun to keep him down on the ground and away from the door. Shaun felt that
he could flip Gabby on a dime if he wanted and that she wouldn't be able to be the victor.
Gabby pointed out that because Eddie's focus is more on the Countess and what is
happening outside the motel and less on May, that May can be on top of Eddie for a few
moments and it is fully believable; this worked. As they tightened up their choreography,
the timing of the moments became much clearer and the passion and heat of these
moments was finally evident (March 16, 2000).
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Our next rehearsal was a start of a new chapter. We started our rehearsal running
through scenes ten and eleven, the last two scenes of the play. We worked through them
numerous times, knowing that after lunch we would be having an open run-through. The
only person in attendance was Professor Moss. Due to personal reasons, others could not
be there. I reminded the cast that Professor Moss was mostly observing my direction and
where I could take the play next, and not their acting; this did not ease their nerves about
having someone from outside the rehearsal room enter into our space and view their work
as a whole unit for the first time.
Professor Moss had some wonderful insight to give me on my placement of props.
He was concerned about my placement of the bed and that, with it being upstage in the
comer, it wasn't potent enough and that it should be downstage more. Also, he thought
the table should have some makeup on it, more like a dressing table, so May has her
personal space on stage and not just offstage, in the bathroom. This way, whenever
Eddie uses the table for himself, he is truly invading her personal space. I thought these
were marvelous suggestions that I needed to further discuss with Laura Brignull. Prior to
doing that though, I wanted to review my notes to see why we placed the furniture as it
was because now it was unclear to me. After the run-through, the cast, as May says in
the script about her mother, "Had eyes like a funeral." They were all disappointed with
their performance for Professor Moss; they had missed many lines and much of the
blocking was choppy, including the fight choreography they had just run. Shaun seemed
particularly distraught, and after asking him what the matter was, he had no desire to
discuss it. Michele Fugate and I agreed that we needed to find a way to understand him
and get him to communicate more freely with us so we could translate that to the stage
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and get him to free Eddie up into a more intimate relationship with May, which was
lacking (March 17, 2000).
This rehearsal ended up being precisely what was needed, though it was not a
conventional rehearsal. We took a field trip and decided to have a bonding day for
Gabby and Shaun. The concept was to get Shaun to feel more comfortable around us, the
women in the rehearsal room, whom he definitely was not currently feeling comfortable
with. I had spoken with Gabby previously about this and she loved the idea. But for
Shaun, it was a surprise. I kept saying to them that I wanted to make sure we "relaxed
into the next layer" of the show, the layer when they would start have to delve deep into
their characters, and it could become quite tense and uncomfortable since they would
have to feel some pretty deep, dark emotions. We went to Kahunaville, a restaurant in
Carousel Mall that also has an arcade. We ate lunch together, played games together, and
then decided to go bowling. By the end of the day, Shaun was definitely more
comfortable with us. He had nicknames for us all, and called us "hon" and "babe," a
definite sign of relaxing with us. In the end, this trip paid off: Shaun became much more
relaxed and was able to discuss with me what his fears were about his character and his
acting (March 18, 2000).
My luck with the next rehearsal/fun outing was not as beneficial. I should have
just brought what we learned from our new-found relationships into the rehearsal room;
instead, I met the actors there and took them to a country bar by my apartment, called
The Ozark Inn. The intention was to get them to observe the people they were portraying
as real people and to see them "in action." But, the actors were more upset about their
Spring Break ending and had more desire to analyze the script while they had a full day
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ahead of them still, and so this excursion backfired. Even though the intentions were
good, the timing was off (March 19, 2000).
The first day back to classes, a Monday and non-rehearsal day, Shaun sought me
out at the Marketing office for a discussion. He felt that he needed more one-on-one time
with me and the script at the table so we could go through Eddie's intentions moment by
moment. Shaun felt that he was lacking a connection to Eddie, and he wasn't sure why
and where, but he wanted my assistance in finding these connections. Also, Shaun spoke
about his fear that he had regarding detaching himself from the character enough so he
wouldn't feel like he was cheating on his girlfriend when he had to be so intimate with
Gabby on stage as May. This conversation was very revealing to me and proved that our
outing that final Saturday of Spring Break was a success. Shaun also revealed that, due
to his lack of experience, he sometimes didn't feel comfortable disagreeing with me
about Eddie, Eddie's intentions, or general play analysis, especially since this was my
thesis production. All of these were great points and I made sure that I informed him we
would do more table work, we would explore his means of detaching the character from
his personal life, and that I was always open to suggestions, comments, and concerns
about anything to do with the play. This was a much needed conversation and one I was
very happy to have had (March 20, 2000).
The next rehearsal we did some much needed table work. We analyzed each
character's intentions moment for moment. The entire script was broken down beat for
beat. We discussed what each beat was, what the action of the character was during the
beat, what the character's intentions were, and what adjustments were made which would
lead to the next beat. We talked about the theme of the play, the event and story, talking
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in terms of introduction, complication, and resolution, for each scene and for the play as a
whole. We were only able to get through one third of the play, and decided to conquer
the rest at the next rehearsal after we did a run-through for Dave Bowman so he could
start his lighting plot and Katy Osterberg for poster and marketing designs (March 21,
2000).
This run-through rehearsal for lights and marketing was absolutely the roughest
run-through of the entire process. Lines were constantly dropped and blocking had to be
stopped and started because it was too patchy. Overall, the actors were extremely
disappointed with themselves, and I had to remind them that this was natural for this step
in the process. They wanted perfection, and when they couldn't achieve it, it tripped
them up so much that the play was a mess. This did little to affirm the cast, but it was all
that could be said.
As for the lights, Dave Bowman got what he needed from the run-through and we
delved deep into the color scheme and instrument placement for the production. Dave
thought that the color in the beginning was a "happy heat" that gets progressively more
"sexually hot" as the play develops. Then, as the characters reveal all, it shifts drastically
into a stark, naked light. Dave wanted to frame The Old Man like a picture, and hide an
instrument in his pile of stuff from the past the surrounds him, so he could face it up from
under him. The fear was that this will cause too little shadowing and make Brian actually
look younger than he was, instead of older, so we would have to play with placement
once we were in the Black Box. Dave and I discussed the placement of the bed and the
table, and possibilities regarding switching them. Dave reminded me that I had
specifically stated that I wanted the end of the play, the revealing of the pact, the breaking
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of the cycle, to be the most important moment and that the sex that surrounds it, fades
into the background. Therefore, he disagreed with Professor Moss and thought that they
should remain as they were, so that way the most potent moment of the play, the breaking
of the cycle, the telling of the truth, takes place closest to the audience, and away from
the bed, because the sex just doesn't matter anymore. Also, Dave thought I needed to
endow the table more, since it is round it is cyclical and therefore can add to the cycle.
Overall, this was another great perspective to be considered. After my meeting with
Dave, the actors and I went back to the table and we worked through to scene six as we
had in the previous day's rehearsal (March 22, 2000).
Our next rehearsal was another one back at the table with the same scene analysis
work for scenes seven, eight, and nine, but this seemed to be helping Shaun much more
than it was Gabby, she was anxious to be back on stage and away from the table (March
23, 2000). The next rehearsal was quite tense due to some personal issues that had
occurred between Gabby and Shaun. Over the course of about forty-eight hours, they had
each spoken to their academic advisors about how rehearsals were being run and what
they were getting out of it. Shaun's advisor, Professor MacDonald, had already spoken
to me about his conversation with Shaun and wanted to know what I was doing just so he
would have a clearer picture. He seemed satisfied with my analysis of the process and
said he would relay our conversation to Shaun. Professor Appel, Gabby's advisor, did
not approach me; instead, Gabby revealed that she had spoken to Professor Appel, and
that Gabby wanted us to get back away from the table and up on stage. I was never made
aware of what Professor Appel's advice was to Gabby. These events brought tension
between the two actors into the rehearsal room, which was inevitable to discuss. I
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informed them that we would continue with completing our analysis and then we would
get the play back on its feet to take what we had learned at the table to the stage. We did
end up completing our analysis by the end of this rehearsal, even though it was not as
profitable as it should have been due to unnecessary tensions between my two main
actors (March 24, 2000).
The following rehearsal was to be another outing for character development
purposes for Brian. I met Michele and Brian at the Sutton Pavilion and we drove to the
Syracuse Zoo. I had informed Brian that since he was having trouble realizing the
physical nature of his character, especially since he sits for over ninety-five percent of the
play in the same spot, that we should do some animal work, so he could find an animal,
or two, that remind him of his character, and he could use that physical behavior for The
Old Man. I did, though, have other motives in mind. What Brian was never made aware
of was that I had arranged for Jon Herter to meet us at the zoo with his daughter, Alex,
who was barely one year old. I wanted Brian to observe how a father and daughter
interact, especially when the daughter is so young, and so loving, since this is how most
parents see their children, even as they age, which is what maintains their love for them.
Brian had been so resistant to exploring this level of his character that I wanted to "trick"
him into it. I gave Jon Herter very strict instructions. I wanted it to look like a
coincidence, and I didn't want them to stay too close to us, but at the same point, I
wanted them to always be in sight. Jon was up for the game, and it was extremely
successful. By the end of the outing, Brian not only noticed Jon and Alex, but he was
talking about how cute they were together, and Brian also wanted to have contact with
Alex. He even stated that he felt rejected by her when she wouldn't come to him! I was
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thrilled with the outcome. On top of that, Brian did some wonderful animal work. He
had found an old lion that reminded him of The Old Man. Brian observed the lion's eyes,
head, shoulders, and legs, as it paced back and forth, and lay down, watching us. Brian
felt the lion's loneliness, as we had been told, by Jon, that it had just lost its partner; she
had recently died. Also, Brian found a black bear that he identified with, as it sat there,
steady, in reflective observation of its spectators and surroundings. Brian was amazed at
the way it sat there with such purpose that he knew now how he could activate his sitting
(March 25, 2000). The entire outing was a wonderful success, and one that translated
perfectly to the stage, as it finally allowed Brian the opportunity to explore those areas of
his character that were so foreign to him as a young, inexperienced man.
The next rehearsal was also a much needed and highly profitable outing. I had
been trying to secure some roping lessons for Shaun, and some ranch experience.
Through many venues of contacts, I had secured Shaun a meeting with Joe Edwards, a
traveling rodeo cowboy, a real live Eddie. Anne, Joe's wife, was very kind and arranged
the meeting for us. In the end we had a full vehicle load of people who wanted to come
to participate in the experience: Shaun, Michele, Sam from the props shop, Jason Herbert
a design student who claimed he knew how to lasso, and me. We were at the ranch for
over an hour and a half. Joe was a wonderful teacher and showed all his lasso tricks to
Shaun, to teach him pointers of what to look for when he's unsuccessful and how to fix
his own mistakes. We also got to experience their cows and horses a bit, which was great
for Shaun since he came from the city and had had little contact with barn animals. In the
end, Joe gave Shaun two lassos, explaining that as they are used, the rope gets tighter and
tighter. Eventually the rope will hit its peak and then be too tight to use. So, the first
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rope was one that had already been used a bit and was almost at peak, and the second was
brand new, one that Shaun would have to use over and over again to get it to its peak
condition for show time (March 26, 2000). Having multiple sets of ears and eyes for the
lesson ended up helping in the end because whenever Shaun couldn't remember a
pointer, one of us could. Also, Jason and Sam would assist Shaun while he practiced
outside the drama department by the loading docks with a fake bedpost, of appropriate
height, created by Sam. This training really put Shaun into the real-life physicality he
needed to portray this character more effectively.
At the rehearsal room, Shaun wanted to do an improvisation. He wanted to reenact times when he was younger and what his relationship was like with his father.
Brian was up for the exercise and it proved to be very profitable. The Old Man ended up
with the upper hand and Eddie ended up being beaten down emotionally by his father. It
was tough at first for Brian because he had to get up out of his chair and move about the
space, something he wasn't used to doing. In order to keep this exercise separate from
the play space, we used the large dance studio next to our rehearsal room, the small dance
studio, so we would have a clean slate without emotional ties to the play. The actors
were then able to fully recreate their past lives and they did a few very successful
exercises that they took back to our rehearsal room where we used a Meisner exercise by
repeating certain words and phrases, neglecting blocking completely, in order to find the
potency of the word, phrase, or action. This was also highly successful for their character
development, and after both the outings and these exercises, I was able to see a level of
character commitment and actor technique from both Brian and Shaun that I had not seen
up to that point. It was wonderful (March 26, 2000).
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Another rehearsal began at the table. Actually, we sat around the bed and talked
more about what we all felt were the "missing elements" to their character's back-stories:
who and how many people had they loved, dated, or slept with, what did they want from
each other, marriage and children, and what is it about the Countess that propels Eddie to
come back to May. Gabby did an improvisational exercise about what she normally does
when Eddie leaves and what made this last time different. We compared it to her wailing
about the stage during The Old Man's monologue. Both Gabby and I agreed that this is
probably May's normal behavior upon Eddie's leaving, and that this last time he left, she
didn't react in such a volcano of emotional trauma, so that she realized she must be over
Eddie and his games, and this propelled her to finally leave. Also, Gabby and I believed
that May must have sensed that Eddie was having a more serious affair, due to his lack of
physical contact with May; therefore, she couldn't have exploded like a volcano, but
instead, bottled up some courage and resigned herself to leaving. What really served the
exercise well was moving it into the Black Box. The walls for our set had just been put
up, and so it was finally starting to take shape and become real. Gabby used this to her
advantage for the exercise. Immediately following this exercise, Gabby and I went back
down to the rehearsal room to meet Shaun. We did another Meisner exercise in which
Gabby and Shaun repeated words, phrases, or actions until they found their meaning. It
was highly profitable! It actually forced May downstage to the table, away from the bed,
to hide from Eddie, and then he approached her from behind when he says he kept
thinking about her neck. Consequently, the table became a volatile prop, just as David
Bowman was stating, and the scene was that much more powerful because it took place
so close to the audience. It was downstage and much more dangerous. Towards the
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middle of the scene, the more May escapes from Eddie the more he chases her; in the
end, that is what May has always wanted from Eddie, his undying attention. By the end
of the scene, Eddie is actually on his hands and knees begging May, so when she tells
him to leave, Eddie is really at his lowest point! It was remarkable, and by the end,
Shaun said that this is what he needed to find Eddie's sexual potency! Wonderful (March
28, 2000).
The next rehearsal was another Meisner day, and we took gigantic steps in the
right direction. We worked scenes one through six, skipping the stage combat because
Shaun couldn't roll around on the floor with Gabby; he had thrown out his back. That
was a loss. Gabby really found how May can control Eddie, and Shaun discovered how
he can use the bed for sexual potency and control of May. By the end of the exercise
they were much more comfortable in each other's space, leaps and bounds from where
they had been previously. Shaun was even kissing Gabby's shoulders. Gabby would
back away from Shaun so he would pursue her and Shaun would entice Gabby onto the
bed to get her to her height of sexual desire. It was great (March 29, 2000).
Prior to each scene of working with Meisner technique at our next rehearsal, the
actors requested that they be allowed to run lines first, just to make sure they were solid
before going into the exercise. This was a reasonable request and ended up really
assisting them in their exploration with the Meisner technique. What was interesting was
that this was the first time we had used Meisner with all four actors on stage. I was a bit
fearful of the outcome, thinking it could become chaotic, but just the opposite happened.
Gabby gained some control over The Old Man, by circling him over and over during her
monologue and by repeating the word "grieve" until it caused Brian to crack and back
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himself into his chair. Gabby also kept repeating "she blew her brains out" until Brian
almost started to cry. Shaun controlled Martin by repeating "You should read the papers
Martin" and circling him until Andy was balled up in the comer of the room hiding his
face. A physicality issue that I was finally able to put my finger on when it came to
Gabby was her wrists and fingers. Her wrists are very weak, floppy and her fingers are
purposeless, they stick out in weird directions, and overall it makes her seem weak when
she is trying to be strong. We discussed how we would get weights or rolls of quarters to
have her hold in her hands to strengthen up her wrists and keep her fingers together as a
group, so they wouldn't look so out of place. Shaun discussed his concern that after this
week, he hoped he could apply the same intensity to the lines and actions without the
repetition since he was feeling so positive about his character. I informed him that
keeping a sense memory of his experience would give him what he needs to draw from
(March 30, 2000).
The next rehearsal was more table work, this time for Gabby and Andy to explore
how their characters met and what their relationship was like. They explored ideas for
back-stories and then requested to do an improvisational exercise to re-enact the moment
that they met. Both actors agreed that they probably met more than once, otherwise
Martin would not have had the courage to ask May out, since that seems to go against his
character. Andy really hit on Martin's innocence with this exercise, and it is what May is
drawn to: Martin is the exact opposite of Eddie; he is kind, gentle, sweet, and patient.
After Andy left, Gabby wanted to do more table work with her monologue as she still felt
somewhat disconnected to certain sections of it. I was thrilled to help her out, and we
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worked on finding the story behind each line and the intentions that Shepard had in mind
for May's lines (March 31, 2000).
The following rehearsal was an improvisational game between May and The Old
Man. I wanted to use what Brian had inadvertently discovered through his zoo trip about
fathers and daughters and apply it to The Old Man and May. Brian was a bit hesitant
about Gabby's behavior as a much younger, pre-school-aged, May. He seemed
unconvinced about her acting choices as being appropriate for children of that age, as she
hid from him, grabbed at him, ran from him, giggled, and interrupted him. Brian thought
that little kids don't act this way. I told him that this was quite the opposite; I thought
Gabby was being tame in her choices. Eventually, he succumbed to the exercise and
became a very active participant. It paid off because in the end, Brian stated that he
knows that even though The Old Man doesn't understand May, he must still love her,
despite it all. Then, Shaun came, and he and I did the same monologue work that Gabby
and I had done the previous rehearsal. Basically, as each actor discovered, both Eddie
and May are trying to release themselves of their emotional scars. They are purging
themselves of their baggage, and it is much more selfishly motivated than an attack at
Martin. Shaun started to realize that ifhe stayed too much in his head with Eddie, it
would become his downfall. Eddie doesn't think with his head, he just keeps moving
with his instincts. Together, Shaun and I mapped out an emotional Eddie's journey
through the script. Shaun started to understand that Eddie needs to release himself of the
emotional burden he has carried for so long, just like May does, though they do it
differently. Therefore, Eddie uses Martin because Martin is open and willing rather than
judgmental, and we see that when Martin passes Eddie's test and Eddie bears all to
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Martin. Gabby returned after this much needed table work, and we did an
improvisational exercise about how Eddie tells May that his mother killed herself. It was
very powerful, as Eddie ended up getting very angry at May for her mother going to his
house and revealing the truth, compelling Eddie's mother to commit suicide. This is
what we all decided was the beginning of their cycle and that this poison in their
relationship would never be gone.
We ended the rehearsal working May's final monologue, putting our table work
up on its feet, and I had her tum her body each time in the direction of the person she was
speaking to, as opposed to out to the audience, to make it more of a direct attack. When
May speaks about her mother, she faces the bed to illustrate the power of the sexual
potency that has perpetuated the cycle for so long. Instead of using quarters or weights,
Gabby held onto water bottles, and it really helped strengthen her wrists and hands. It
was a great rehearsal on many levels of development (April 2, 2000).
This next rehearsal was the first rehearsal in the Black Box. We had to work out
some space logistics. For instance, we got to use the booming walls, the lasso, and the
bed. All of these were new to us in the space and it really made a difference even though
moments were awkward because of the added elements. I took a moment to read a poem
to them that I had placed in the program, Rodeo Dreams. I wanted them to understand
the heart of the cowboy and what he dreams about. It's written by a cowboy who wanted
to be kept anonymous. Then we sat on the bed and had a sex talk. I told them that as we
have been able to delve deeper into these characters, what is missing is the sex. I was
unconvinced, as Gabby and Shaun were playing May and Eddie, that these two have had
sex. They just don't act like it. They agreed. I told them that sex leads to danger and
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conflict and more sex. I didn't want them think about it anymore I wanted them to show
me. Shaun told Gabby that the more she backed away from him, the more it gave him an
obstacle to play, and in the end, I told her, it made May stronger. The run-through
coming up would show me what I needed to work on to find sexual potency between
these actors as their characters (April 4, 2000).
This next rehearsal was quite exciting. It started with the actors trying on their
costumes for the first time for a publicity photo shoot and our first day in the Black Box
Theatre for rehearsal. After the initial hurdles of costume adjustments and photographic
moments, we were able to dedicate our time to rehearsing. It was odd at first because we
jumped straight into scene six, but after I informed them that they could stop if they
needed to and that they could forget all the blocking we had done previously, especially if
it took them out of the moment, they seemed quite relieved and pushed forward. Every
time they started to feel or act disconnected, either they would stop or I would. Shaun
started getting a bit defensive stating that Eddie doesn't show his emotions, and I stated
that he's actively trying to hide them, and sometimes he may succeed, sometimes he may
not, and many times he is somewhere in between. These were the levels he needed to
play with, and ifhe stayed consistent with always succeeding in hiding his emotion, there
would be nothing left to play. He conceded. When it came to Gabby, I forced her to stay
away from Shaun so he would have to come to her. Also, I wanted her to be stronger, so
I would yell out to her, "be firm, stand your ground" and such. Gabby played the victim
a bit too well at times. Brian was much more focused, which assisted both Gabby and
Shaun. There have been times when Brian would zone out of the rehearsal, and this left
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Gabby and Shaun both in the lurch whenever they would attempt to interact with Brian.
Today was different and the effect was felt (April 5, 2000).
The following day's rehearsal was a disappointment. We all brought our own
personal dramas into the space, which was not helpful. Plus, we were forced back into
the rehearsal room and out of the theatre, so that left us feeling disconnected. Shaun
spoke to me about how he felt trapped sitting on the floor and he wants to get up, but
because of the script, he can't. I talked to him about activating his sitting, and this
remained unclear until I showed him what I meant, which is a tactic I dislike using, since
I don't want my actors to copy me. This seemed to help, but at the time, I didn't think it
helped much. Shaun also raised a question about Eddie and Martin's relationship. Shaun
was still feeling unclear about this and wanted to discuss it, but at the next rehearsal.
This vagueness left me curious as to why not discuss it then? Overall, the vibe from the
rehearsal was not positive, so I felt it best just to take it and move forward (April 6,
2000).
Prior to the day's rehearsal, I had a heart-to-heart conversation with Joe Whelan
in the Marketing Office. Joe, being not just a great marketing agent, but also an actor and
director, gave me some great tips: first, the actors are at the five week point and just want
to do the show. Also, I need to follow my own advice, let go. If I want the actors to let
themselves go and dive in, then I need to let go so that they can. Joe quoted David
Mamet by saying, "Language is action," and that I should remind my actors of this.
When it comes to physicality, he suggested that when he saw Ed Harris in the role of
Eddie, that he heard Ed had pretended to be a bull, top heavy, leading with his head, and
a rolling gait. Before a bull charges, it stares down the opponent, remaining very still. I
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brought this up to Shaun, and he was thrilled with the concept. We started by working
the last two scenes. I allowed them to not be there fully emotionally but to stay as
connected as possible, this helped ease tensions. Gabby had some focusing issues in the
rehearsal, even after a break. We had proceeded to do a line through for the entire play. I
wanted them to sit in a circle and make eye contact with whomever they were addressing.
At first, I had to remind them about eye contact, and if they were not in the scene, they
needed to be respectful and not distracting. Gabby had trouble remaining focused
throughout the line through, which I think would have greatly benefitted her had she been
able to keep focus (April 7, 2000).
The run through we did at tonight's rehearsal was wonderful! We started with
warming up, doing the fight choreography and Martin's entrance through the window to
make sure the actors were focused and would remain safe. Then we proceeded with the
run. Overall, the pace in the beginning up to scene five was slow, but after that, it was
quicker. I was able to take many notes, and this was a good thing at this stage of the
process. Joe Whelan was correct, as they do the show over and over again, they will get
it in their bodies and it will all start to take shape. After the run, I did the "hand-sex"
exercise with Gabby and Shaun. I had them sit cross-legged on the bed, knee to knee.
They had to stay physically connected the entire time, and we ran through all of their
scenes in this way. They either had to touch, hit (gently), or caress each other with each
new word or phrase, whichever was appropriate. It was a very successful exercise, that
led us straight in to practicing the kiss. There was no awkwardness this time. They were
both ready. We decided that May initiates this, and it is deliberate. She will kiss slowly
up Eddie's chest around his neck, face, ear, and then to his mouth. It worked and looked
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really great. Now they just have to do it over and over again to make it more natural; a
great success, finally (April 8, 2000).
The next rehearsal was initially intended to be a bit more practical and informal.
Since Eddie is trying to get Martin drunk in scene eight, they thought they'd actually try
it with alcohol, so we met at Andy's house. But, neither of them was interested in using
alcohol, since they both had a rough night previous, so to speak, so we decided to run the
scene at Andy's kitchen table, to make it seem more real. What was discovered was that
both Eddie and Martin are trying to get May out of the bathroom. As they work at this,
they decided to get the other one drunk so they can prove their manliness. In the end,
neither wins because Eddie ends up drunk and breaks the pact. We then brought this to
the theatre and decided to have Gabby and Shaun run fight choreography first, as
originally planned. This time, Gabby was uninhibited and the scene worked correctly.
The rest of the rehearsal was a run-through which Professor Salatino watched. Overall,
Shaun and Gabby were the most dedicated to it, as it was our first true run-through in the
theatre. I was looking forward to advice from Professor Salatino as I felt that my
vocabulary was starting to wear thin (April 9, 2000).
The next rehearsal had some breakthroughs. I gave them my notes as well as
Professor Salatino' s. He stated that he thought the actors and the play was at a good
point, but that I needed more of a "hands-off' policy and that the actors needed to take
some initiative for their roles and rely less on me. Dianna Angell was at this run to make
sure that we were following building codes and to look for other production issues. Brian
was a delight to watch; he had an epiphany of some sort since the previous run-through,
and he was an activated character. Shaun and Gabby really played with their sibling
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rivalry more and started heating up the intense moments, until the end of scene five,
when they both became scared for some unknown reason, and they both locked up.
That's when Shaun dropped character and screamed, "Fuck!" at the top of his lungs.
Dianna left so we could talk. He was frustrated because he could feel himself totally lose
focus, and he couldn't get it back. Gabby apologized to Shaun for dropping her part as
well, and everything was fine. We decided to run lines for scenes five and six, then we
went straight into the run-through again, right where we left off. At the end of the run,
Shaun stuck around to talk to me. He expressed his concerns for disconnecting from
Eddie, and that he's on an emotional roller-coaster. I explained that it was due to the
show itself, we are all on the journey together, and what he should try to do is to focus on
the positive things that came out of the rehearsal first, then focus on what he wants to
improve, so this way he won't always second-guess himself. Shaun appreciated the
advice. I apologized to him, stating I wish I could help more. Shaun was very nice, and
stated he thought I had given my all to the show and done more than most would at
helping them with their characters. This compliment was graciously accepted and nice to
hear, especially coming from a person who does not hand out compliments often (April
11, 2000).
The following run through was another building block. This time, they played a
bit too much on the silly side of sibling relationships, and were much less serious, but it
gave them another extreme to use, so they could find the happy medium, and this was
something I was aware of. I noticed that Gabby likes to repeat her actions once she finds
one that works, even though it may not work again the way it had initially for her. Gabby
started working with Kathy Baum on movement exercises so she could experiment more,
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and these helped Gabby break out of her safety zones. All actors seemed satisfied with
their performances, and were excited about their new discoveries, except for Brian, who
had difficulty matching his previous night's work. But he was aware of the need to get it
back there; he was trying too hard to find the sarcasm, and it ended up in left field. He
will tone it back down to reality tomorrow (April 12, 2000).
We started our run with a review of fight choreography. Gabby was getting
bruises, so we reviewed some verbal cues and the actions which correlated to them. We
also worked a few trouble spots, and then we started. We had to start a second time
because Shaun missed the music cue for his entrance and Gabby ended up spinning in a
circle, like she is suppo_sed to, until he entered. By the time he did, she was so dizzy that
we had to wait for her head to clear and then start again. The show was very "on" the
whole way through, and the cast was very committed. Brian was back on track and
Gabby was committing herself to her body. She felt her Alexander technique warm-up
that Kathy gave her as well as my specific notes from the previous day were helpful. The
big issue was when Shaun hit the wall on the line, "Shit! She blew the windshield out of
my truck! Goddammit!" Shaun accidentally hit his thumb on the wall and thought he
broke it. We stopped the run to investigate it, and he had to go to urgent care. We only
performed half the show, and it was our last run prior to technical rehearsals. On a
positive note, they were really connected and did half the show in under twenty-five
minutes, which was record time (April 13, 2000).
Paper and dry technical rehearsals were fairly smooth. We couldn't get a time on
the door slams because they need to be gauged with the actors during the actual moments.
I had a tendency to want to make sure we were all on the same page as designers,
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technicians, director, and stage management, so I purposely repeated almost every cue to
reiterate the timing and specificity of each one. This may have been a bit redundant, but I
had never had a full technical rehearsal process before and I wanted to make sure we
were prepared for when the actors arrived (April 14, 2000).
The first day of technical rehearsal was much more productive than I anticipated.
We had completed a cue-to-cue prior to dinner break, and afterwards, we ran through the
whole show with all the technical cues we had just solidified. On top of this, there were
no great catastrophes, and the actors were committed to their roles. Michele was
stressed about calling the cues, especially the light cues, but she executed them well.
Dianna Angell was concerned that I wasn't getting the story I wanted told through the
door slam effect, but the microphones on the doors only came up half the time, so it was
hard to tell. Dave Bowman stated that he didn't think I knew what my options were. I
agreed with this, and Dianna stated that Jon and Scott would play with ideas to show me
tomorrow. Kimberly A. Bouchard, my professor from SUNY Potsdam, came to watch
this technical run and gave me some valuable notes at a very crucial point in the process,
as she was able to see the first attempt at introducing technical aspects into the show as
well as my direction to my actors up to this point. I was very pleased with this first
technical run (April 15, 2000).
The next technical rehearsal was at first disappointing, but then was redeemed at
the end. The production team hit a few missed cues, and then the run started. The actors
were very weak during the run, and it caused all the cues to be off a bit, and the whole
show as affected. After lunch, I spoke with the cast about how they need to be on task
for a technical run and not waste the crew's time as well as their own; each run counts
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equally. They all agreed, and in order to get us on task, we did a speed through of the
show, where they rattled off their lines as fast as they could to get themselves energized
and focused. They all took a moment, led by Brian, to speak about the one thing they
wished another actor would do in order to assist their character. Prior to the speed
through Brian had spoken to me saying that he thought May and Eddie had no sexual
tension. I understood his comment as being appropriate for that day, but I explained that,
as actors, I was proud of how far Shaun and Gabby had come to find their sexual tension,
and it was a hard to commit to this at the level and length of intensity that it required.
Brian proceeded to mention that this was what he was looking for. I could see that
Gabby and Shaun were offended, due to the amount of work they had put in to this exact
issue. I therefore interjected and stated that Eddie is the most sexual creature on the stage
because he is a cowboy and cowboys exude sex from their pores. They walk with their
penises thrust forward and are always ready to jump on a saddle or jump on a woman
"and fuck." The actors were shocked, but it got the point across, and the second technical
run through that day was much more sexually potent and the best run through up to that
point (April 16, 2000).
This was our first dress rehearsal. Brian sat on the stage for fifteen minutes of
preshow. I had given him many suggestions for things he could do to activate himself,
and they seemed to work. He made lots of contact with the audience, and the effect was
nice. Overall the costumes needed to be distressed more, because the lights were
washing out the effects of the distress. I asked Alison to shorten May's dress since it
inhibits her action at the end. The lights were overall brighter which I liked; they were
too dark before. Dave and I also discussed how we could change the end light cue so that
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it increases in intensity as The Old Man gets up from his chair, so as to really play up the
drama of the climatic moment. The front door had operational issues; it refused to stay
closed. On top of this, the gun broke in half. A light cue was missed, and the lights
didn't go off during Martin' s entrance through the window and his fight with Eddie.
Then when it did get executed incorrectly, the actors were speaking in the dark. I
informed Michele that if it happened again, to just skip to the next cue, so that way the
actors wouldn't be speaking in the dark, since the darkness cue was timed, and that Kelly,
the light board op, should rewrite the cue so that way the darkness is controllable and not
timed.
Professor Moss came to tonight's run. He does not agree with how I started the
show, but also agreed that this was a matter of taste. Professor Moss liked the moment of
seeing Eddie's shadow through the window before we see him, and that it helped tell the
story. Professor Moss said that Eddie needs to be more masculine because he is not
seeking to have sex with May as much as he needs to, and he wondered if Eddie was
perhaps gay. I stressed that I have given Shaun many notes and that I try to positively
reinforce the behavior I am looking for. Professor Moss wants me to change the chairs
that Eddie and Martin sit in for the end. He understands my need for the triangle, but he
thinks that Shaun's voice isn't interesting enough as a story teller, a talent he has not
focused on enough, and that Eddie is too in-tune to The Old Man, and if they were that
connected, he wouldn't be able to break the pact. Additionally, having May behind
Eddie leaves her in a position dangerous to him because he does not know she is there,
which gives her the upper hand when she starts her monologue. I agreed and decided to
switch the moment for our next dress rehearsal to see if this would work the way we
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intended. That would also allow May to take her monologue directly to Martin, which in
tum allows May the intention that she can blame Martin for interrupting their catharsis
and arriving at the wrong time, since by now, after all that had happened with the
Countess's arrival, May has probably forgotten all about Martin's arrival and is ready to
battle it out with Eddie. All of these notes were great, even though they were initially not
well received, since they required that we re-work the ending. I assured everyone that
they could play with it tomorrow and if it worked, we would keep it, if not it would be up
for discussion. Regardless, we should not take a professional's word lightly. Overall,
Professor Moss helped to ease my fears about these weak crucial moments at the end of
the play. He was impressed that I was able to bring these four actors this far, and that
they were doing things he had not previously thought them capable of. Professor Moss
reminded me that even on opening night, if I dare, I can still give a note, or two, if needed
or if an idea pops into my head I hadn't thought of, as long as I do it gently and with tact
(April 17, 2000).
The next dress rehearsal was more of an average night. There were lots of little
things that needed polishing, but overall nothing significant was lost. The actors were
taking these polishing notes well and this has served the play. I was overall concerned
that Shaun had not committed fully to the sexual prowess that his character needs to
exude. But I was impressed with how far he had come. Gabby's monologue needed to
be much more focused and physically alive in order to earn the ending of the play. As for
technical issues, the front door was still not operating up to par, for instance, Shaun
couldn't make his entrance, and he had to enter through the wall by The Old Man like the
audience. Also, the actors were not shaken by the presence of our photographer who was
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there, and sometimes on stage with them, to take press release shots. I keep trying to
think positive thoughts and hope that this energy keeps translating to the cast and crew
(April 18, 2000).
This next dress rehearsal was another step toward improvement. Professor
Malcolm Ingram came to this rehearsal. Overall, he saw May and Eddie working through
too much tension, causing them to miss moments. He felt that Gabby needed to keep her
feet on the floor and feel how it sustains her and to breathe through her anger. Professor
Ingram thought Shaun was much better at releasing the breath but his breath needs to be
focused at each moment. Brian, he needed to find the vocal depth of his character; it had
no weight and was too fast and erratic. Professor Ingram reinforced how The Old Man
can be firm without being angry. Therefore, at the end, instead of being tense and upset,
he should be weak and vulnerable to show that he is broken. This brokenness that Eddie
would see allows him to decide to leave, since now he knows he can only break from his
father ifhe breaks from May. Professor Ingram thought that Andy's physicality was
alive and clear, but that he needs to find a vocal weight/slowness as well; Martin isn't
stupid, but he's not quick either. Professor Ingram did not agree with costuming choices
for Martin, thinking that this did not seem Southwestern enough. I agreed with this
analysis, but then stated that this costuming choice was to allow Martin to stand out,
since he doesn't belong with the others and that not everyone dresses in the style of the
region where they live. Professor Ingram agreed and then expanded on the analogy: the
shirt should be borrowed, and he should not know how to wear it. Martin should button
it to the top and tuck it in tight, and any time it comes loose, he doesn't know how to fix
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it properly. Andy loved the idea right away and was ready to use the action. Again,
more steps in the direction that it needs to go (April 19, 2000).
The final, invited dress rehearsal was just what it needed to be in great theatre
tradition: awful. The show could only improve from there. None of the actors were
relating to each other on stage, and it was all a big mess. I gave notes separately to the
actors so they would feel that their notes were private and that they were getting
individualized attention. All the actors agreed that they were off; Shaun was a bit
resistant to his notes because he thought there were too many the day before opening. I
told all of them though, that this is what we needed a horrible dress for a great opening
night. We all agreed to let it be and focus on the opening the following day (April 20,
2000).

Performances

Opening night was amazing! Wow, what a night! I have never been so proud of
any cast in my entire life. I had up to this point recently felt very disconnected to the
show, and this brought me back to life. Prior to opening, we cleaned the fight scene for
Gabby and Shaun, just to be sure they were ready. At 7: 10 we all met, every actor and
crew member, on stage, and we joined hands in a circle. I gave them a pep talk, about
how proud I was and how I had been so scared that I could never do this play and now it
was really happening, and I could have never have done it without every single one of
them. I expressed that they were a team, and that they were to go on being a team. I had
each one of them make sure they looked each other in the eye before we broke the circle
so as to make each other aware that they all know they are all there for the same purpose.
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Then, with greatest honors, I turned the show over to Michele. I told everyone how much
I respected her and trusted her, and I know they all feel the same. We did a great big
squeezing of hands and screamed in excitement and nervous energy. That whole
performance I was a big ball of nerves, all the way up from that scream of energy to the
applause and screams during the curtain call. It was the absolute best they had ever done.
Shaun's physicality had taken huge strides, Gabby was centered and strong for most of
the show, Brian was secure, strong, and funny, and Andy's surprise entrance and quirky
comic action stole the show! I was very proud of them all (April 21, 2000).
The second performance, a matinee, was not so well executed as the first. There
were some big technical issues: the porch light went out during the fight scene, so the
actors were in complete blackout, and I thought someone might get hurt. The entire light
board came unplugged from the wall, but because it was under a seating unit, it was hard
for Kelly, the light operator, to reach to fix correctly until the end of the show, which
caused the actors to be plunged into darkness at times. Gabby was vocally straining the
entire show and almost lost her voice by the end. Neither Brian nor Gabby had done a
sufficient vocal warm-up prior to performance. Brian's end moment was almost
unbearable because by this point no one had been connected to each other. This was
unfortunately the performance that the reporter from the Syracuse New Times and the
one from the Student Voice both came to, as well as Department Chair, James Clark, and
his wife, Professor Geri Clark. I caught Professor Clark wincing whenever she heard
Gabby or Brian strain their voices. I asked both Chairman Clark and Professor Clark to
return the following week for a much better performance. Since this is my master's
thesis, I hoped they would attend again (April 22, 2000, Matinee).
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Saturday evening's performance was a one hundred-eighty degree shift. It was
remarkable. We had all touched base, and I stated that they needed to work toward the
future and let go of the past. They did! The entire Cloud Nine cast was there, including
director Professor MacDonald. Professors Appel and Michael Dempsey were also in
attendance. Rick Jordan from the radio station attended with his girlfriend. It was a great
crowd and a great night! The praise after the show was abounding from all directions,
professors included, which is always reaffirming. Another wonderful moment was when
a few fellow students, at separate times, told me that seeing this show reaffirmed their
faith in theatre performance when they had almost given up. That was also really
remarkable and heartwarming, all of which was shared with cast and crew (April 22,
2000, Evening).
Our brush-up rehearsal was interesting, since all the actors were nervous to get
back into it after having Easter Sunday off. We did a speed-through to get them all
focused because I told them that was all they needed. The actors were full of doubts and
were curious mostly about faculty comments. I informed them that I had no official
discussions with any of the faculty yet and did not intend to do so now until the play
closed since it would only cloud my judgment. By this time, I told the cast, we had
developed our show and done what we had come to do. We had two great performances
out of three, where audience members couldn't stop congratulating us. This is the goal;
therefore, I feel we succeeded. This is all that matters. They proceeded with the speed
through, and rehearsal ended (April 25, 2000).
The fourth performance for the show followed. Besides children's touring shows,
this was the longest running show I had directed, since most shows closed after three
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performances. It brought the play into another dimension for me. I started feeling more
like an audience member than a director. As for the actors, their choices started to
change and take different shapes. This became Shaun's strongest performance up to this
point. Gabby, Brian, and Andy had received feedback from a professor at the
department, and these notes had affected their performances. They realized that these
notes had confused their intentions and that they became muddled in their actions. They
all kept apologizing to me for it, but I insisted it wasn't as horrible as they had thought,
and that they would learn from the experience not to get feedback until the show closes
(April 26, 2000).
This performance had Professor Ingram in the audience as well as Katy Osterberg
and my family. Michele stated to the cast that she had overheard a specific faculty
member comment on how it was great theatre, and I told the cast a story about the woman
in the audience the previous night who was whispering comments the whole time. For
instance, when Eddie came in with the gun, she said, "Oh my God, he's gonna kill her!"
They loved the reassurance, and it got them energized. Professor Ingram stopped me
after the show and stated how he thought the show had come leaps and bounds since he
last saw it; all the actors seemed to be breathing and on voice, they took moments when
needed so as to enhance the story, and their character choices were much more concrete.
Katy Osterberg also thought that the show did a huge tum around from when she saw it
last. As a fellow third-year graduate directing student who had already completed her
thesis production, I thought this was a great comment. Joe Whelan was also in
attendance and overall thought the show was wonderful, he was amazed at the amount of
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work we were actually able to accomplish on a show this difficult with college-aged
actors (April 27, 2000).
The next performance was very strong, but still nothing surpassed last Saturday's
extravaganza of excitement. It was not as full of a house as I had hoped, but it was also
opening night for Cloud Nine. The only technical issue was the sound from Cloud Nine
bleeding through the technical booths from the Main Stage into the Black Box and
interrupting the flow of my play. I spoke to Dianna Angell about this and asked that the
sound levels be taken down a bit so as not to interrupt our performance. The pace
dragged a bit overall due to the interruptions, but the actors agreed that they wouldn't
allow this bit of a stumble to crumble them entirely. Overall, I was proud of the
performance (April 28, 2000).
The sixth performance was a bit off, lines were dropped here and there in odd
places where they had never dropped lines previously, especially Shaun. On the positive
side, all the actors compensated well for the missed lines and cues. The level of trust
among the cast has vastly improved onstage, and experiences like this prove that. We
only had a couple empty seats, so that was a relief, especially with the competition from
the main stage. Because the next day was the last performance we were all a bit
saddened, I believe (April 29, 2000).
For the final performance all I could say way, "Wow, that's it. I can't believe it is
over." Professor Bouchard from SUNY Potsdam was in attendance, as well as a former
fellow Potsdam directing student, plus Professor Moss, Professor Maria Marrero, and
more of my extended family members. There were three empty seats in all, not too bad
for a Sunday matinee. The actors were right on the money for their last hurrah. The light
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and sound cues were perfect. And to boot, Brian cried on his last lines! And with that
tear, I turned into Niagara Falls. This was just as good of a performance as that first
Saturday night. It had all the same intensity and energy; it was tight, and it was
phenomenal. "I have never in my entire life felt so proud as a director has and so sad to
leave a show. I watched it start from nothing, grow, and blossom. Now it's over and I
feel really empty. My paper will actually I think be very therapeutic since it will help me
to relive all my happy, sad, maddening, elated, frustrating times that I have had on this
show. After it was over, we did a group hug by the dressing rooms; I cried a few tears
and told them that they have made me so very proud to be a director. Nothing could be
closer to the truth. I will miss this so very much" (April 30, 2000).
To conclude, I think that I worked really hard with a really great cast and we
accomplished what we set out to do: we were able to convince people to believe in our
world and commit themselves to it for an hour and a half of their lives. Some people said
we changed their lives, others just liked it a bunch. But that's entertainment. Was the
show perfect? No, no show ever is. Are there moments in the show and in the rehearsals
I would change? Of course, but you can't look back, you can only look forward, realize
your errors, and commit yourself to not making the same mistakes in the future. In the
end, I was very proud to say: I directed that.
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Conclusion

When I began graduate school, I wanted to become more personally
invested in my work, trying to remove the protective mask that I often hid behind when
directing. In directing Fool for Love, I was able to accomplish this agenda more than I
had ever intended, for which I was extremely grateful even though the fear of dredging
up past emotions and demons kept me from completing this paper, the final stage of the
process, for so long.
Being given the chance to see such a complex play through to its conclusion, from
the research stages, through the design development, casting, rehearsals, and, ultimately,
to performance, was both exciting and challenging. There were times in the production
and rehearsal process, however, when I thought I should have selected a different show to
represent my three years of study at Syracuse University, but in the final event, I have no
regrets.
I spoke earlier of my personal challenges that led me to select Fool for Love, and
upon completion of the project and this thesis paper, I feel I have come to terms with
these issues. The therapy that I found in this play resided in the characters that Shepard
wrote. Shepard's ability to find the pathos in these characters allowed me to reflect on
how I reacted to the struggles of my past, and this inspiration for reflection indicates the
writer's ability to speak to the human condition. Ironically, the catalyst for my sabbatical
from my thesis became the means by which I ultimately understood why Fool for Love,
appealed to me so strongly. Just as I was beginning the writing process, I discovered the
true extent of my father's criminal deviance. In the subsequent years, I began to
recognize how truly deep and dangerous was the pact to which I was an unwitting
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participant. In my introduction I mentioned that I saw the play through the female
perspective. Consequently, I became more interested in how May was able to deal with
her role in the pact that she had with Eddie. In light of my own experience coming to
terms wtth the relationship between my father and me, it became obvious as I went
through the writing of this paper that it was May's character that initially compelled me
to direct this production. Abuse crosses boundaries between family and lover.
Consequently, the role that one plays in a relationship becomes confused. This is
essential to understanding the relationship between Eddie and May and how that
relationship is inextricably connected to The Old Man. They too became unwitting
participants in a pact. Like me, the terrifying recognition of this pact forces the
characters to choose to remain committed to the pact or break it.
Part of the therapeutic element in the process of directing this production was in
the art of directing itself. It allowed me to look at this very difficult situation from an
analytical perspective and help me analyze my own situation through the process. In
directing this production, and in the subsequent writing of this paper, I have seen my
knowledge of directing grow, hopefully preparing me for a future as a professional in the
world of theatre. Since directing Fool for Love, I believe I have become a more patient
communicator to my cast and crew. I also find that now I pay more attention to my
actor's needs; I have become more sensitive to their personal concerns in the portrayal of
their characters. For example, in directing Anything Goes at Victor High School in 2005,
we had very limited use of a dance studio space, and the lead actors had expressed the
desire to watch themselves so they could see how they were executing their dance moves.
I replaced the mirror with a camcorder. The use of the recording clearly showed the
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actors what they needed to do to improve and gave them a sense of control as performers.
Ultimately, the entire cast was voted as Best Dance Ensemble by the Rochester
Broadway Theatre League's Stars of Tomorrow.
In shows I have directed since completing Fool for Love, I have also been able to
communicate more effectively with my design and production staff, in balancing the
needs of designer creativity with the overall production. For example, in directing A
Midsummer Nights Dream with the Palmyra Players in 2008, I needed simplicity in the

costume design, since a few actors were playing multiple roles. Also, I cast different
actors in the same role in different scenes throughout the production. In order to avoid
audience confusion, it was crucial that each character in the play be easily recognizable
by using the same few costume pieces to represent their characters. So, when the
audience saw, for example, a red scarf, they would instantly recognize the character
regardless of which actor was playing the role. However, my costume designer for the
production wanted multiple pieces for each character to that reflect the needs of the
character in each particular scene, but in this production, that simply would not work. I
gratefully explained to the designer that her ability to see the show and the complex
costuming so creatively might be more suitable for a more traditional production with a
larger cast, but that this production would need simplicity in order to communicate the
story to the audience clearly, particularly with such a small cast and with multiple actors
portraying the same role.
Having explored the nature of the pact as it appears in Shepard's Fool for Love, I
have learned much about my personal self as well as my professional self in the past
twelve years since starting this journey, and I feel that this knowledge will be an
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invaluable help to me as I continue to develop. I am ultimately grateful for all these
experiences and I wouldn't have it any other way.
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Paul Kane, 1810-1871
A Ske_tch on the Pelouse
1847; oil on canvas, 20¾ x 30 in.
Royal Ontario Museum, Toro_11to

Paul Kane was an Irishman who settled
in British North America in 1819 and
returned to Europe for study in Italy
and London, where he met George
Catlin. Returning to America, Kane
traveled from 1846 to 1848-with the
spring brigade of the Hudson's Bay
Company across the Canadian Plains,
over the Rockies, and into the Oregon
Territory . He published an account of
his experiences in Wanderings of an
Artist (London, 1859), illustrated with
twenty-one of his own paintings.
Kane left Fort Walla Walla on July 13,
7, to visit the Pelouse River, whose
184_
upper and lower falls he found particularly impressive.

Ref.: J. Russell Harper, Paul Kane's
Frontier (Austin: University of Texas
Press for the AmonCarter Museum,
Fort Worth, and the National Gallery
of Canada, Ottawa, 1971) .
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Paul Kane, 1810-1871
Medicine Mask Dance
1847; oil on canvas, 17½

X 28 3/4 in.
Royal Ontario Museum, Toronto

Pictured is a dance associated with the
Northwest Coastal Indian's Potlatch
ceremony, a feast in which one chief
gave all his possessions away to his
rival, the latter reciprocating on
another occasion. The painting was
probably made at Fort Victoria, where
members of West Coast tribes came as
visitors.
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MAYN ARD DIXO N
MEN AND MOUN TAINS. 1933 -1946
oil on canva s
36x40
Collec tion of Edith Hamli n

Plate 18

An "Old-Timer"
1886
, dated and titled, middle right "An

1886"

Myth of th
West

13. Oliver Kemp (1887-1934) A Good Chance
Oil in grisaille on canvas; 36 x 24 inches; signed lower left: "Oliver Kemp"

Myth
of

the

West

u..,u:,

,,.,.--....___

A cattle drive was a serious and
exacting business for those engaged
in it. The arrival in town after
weeks on the trail was considered
an occasion for "letting off steam,"
and the rowdy Texas drovers
sometimes received a mixed welcome
from the citizens of the fast-growing
Kansas communities.
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Saddle
1880-1900 : Navajo, northern Arizona;
bone, leather, and wood, h . 15¼ in.,
w. 14¾ in., d. 21 ½ in.
Utah Pioneer Village, SaJt Lake City

Possession of a saddle was to the
Indian's greatest advantage· in warfare .
Sudden strikes and quick retreats were
possible. With the bow and arrow and
later the gun as a weapon, and with
the hide shield as armor, the mounted
Indian was a formidable enemy . By
the time the white man came in contact
with the Indian in the West, the Indian
was mounted. Introduced by the
Spanish, horses were acquired by 1539
in the Southwest and by 1682 on the
Plains; by 1784 horses were in use
throughout the Plains. The form of this
Navajo saddle, distinguished by a high
pommel and cantle, derives from Spain.
It is hide covered, and leather straps,
obtained from the white man , are used
to form girth and stirrups .

Ref.: Walter Prescott Webb, The Great
Plains (New
ew York : Grosset and Dunlap, 1931).
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America

tempera on gesso on panel
/8 x 47¼ inches (sight)
Inscription: signed lower left "PETER HURD"; verso,
"The Chavez Ranch, San Patricio, N.M. Cleaned and
varnished with Liquitex matt varnish, 1962"
Lent by C. R. Smith

.

(

Picacho Valley, Chavez

on canvas
30 1/8inches
cription: signed lower right in pencil "Maynard
which is signed in brown paint "Maynard
H.D.
1940"; on reverse, "Desert Ranges I
yright 1946 Edith H. Dixon. Reproduction Rights
erved / Maynard Dixon / Tucson Ariz."
/8 x

Gift of C. R. Smith

G1975.6.1P

Desert Range
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canvas
17¼ inches
_ tion: signed lower left "MD Zion Park Utah
("33" C.R. Smith
21.8P

Zion Park, u Utah
1933

I
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Rockin g chair

Ca. 1840; Muldo on, Texas; elm, hickor y,
in., w. 20 in.,
ash, and rawhid e, h. 38 1/2
d. (seat) 16 1/2in.
Collec tion of Mrs. Charle s L. Bybee
Bent and smooth ed branch es form the
continu ous arms and legs of this slatback rocker. The back legs are hewn
posts throug h which the seat frame is
dowele d. Rawhid e, woven wet,
tighten ed when dry to brace the seat.

Ref. : San Antoni o Museu m Associ ation, Early Texas Furnitu re and Decorative Arts ($an Antoni o, 1973). p. 16,
no, 26.
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Ol d Man's
Chair

Side chair

Ca. 1830-18 45; Nacog doches , Texas; ash,
elm with hickor y bark seat, h. 39 in
in.
w. 18 in .. d. 14 1/2
San Antoni o Museu m Associ ation Collection , Gift of Mr. and Mrs. C. D.
Orcha rd
The maker of this specia l variati on on
the slat-ba ck chair had a craftsm an's
interes t in contra sting the texture s of
rough hickor y bark seat and smooth ,
turned membe rs.

Ref. : San Antoni o Museu m Associ ation, Early Texas Furnit ure and Decorative Arts (San Antoni o, 1973), p. 16,
no. 26 .
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Carl Wimar
Indian Encampment on the Big
Bend of the Missouri River
1860. Oil()/) canvas 25 ., 49 0126.1598

Whenever I crossed this magnificent river the
sensations which I experienced bordered on the
sublime, and my imagination transported me
through the world of prairies which it fertilizes,
to the colossa l mountains whence it issues.
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THE DREAMER

mixed media, 17½ x 25½ inches
Gold Medal 1975

. 69 ·1
I. 3 .

C

C

55. Gordon Phillips (1927) Trail Boss, 1981
Bronze; 13 inches high; signed on base: "© Gordon Phillips/81" Edition of 25

PAY WINDOW

bronze, 28 inches high

Gold Medal 1971 - Collection, National Cowboy Hall of Fame

Boss OF THE ROUGH STRING

charcoal, 36 x 21 inches
Silver Medal 1971

COW SKULL AND MEADOWLARK

0 . C. Seltzer

AWE

115

Peter Petersen Tefft, 1825-1901.
My Cabin on Elk Creek, Montana
Territory

1866; watercolor, 8 5/8x 10 5/8in.
Museum of Fine Arts, Boston, M. & M.
Katolik Collection
(Shown in Boston, Denver, and San
Diego.)
Born in Denmark, Peter Tofft was an
itinerant artist who traveled in the
American Northwest from 1865
through 1867. His many views of the
Montana Territory were intended to
illustrate a series for Harper's magazine, "Rides through Montana" by
Thomas Francis Meagher, acting governor of the state. This watercolor of
the artist's cabin is an invaluable,
candid record of the unrefined interiors of early frontier housing.

Ref.: Museum of Fine Arts, Boston,
M. & M. Karolik CoUection of American
Water Colors & Drawings 1800-1875
(Boston, 1962), vol. 2, p. 46.
297

George Edward Anderson, 1860-1928
Joseph Thurber, blacksmith, Richfield,
Utah, ca. 1880-1890

Photograph, modern enlargement
made from original glass plate
negative
Harold B. Lee Library, Brigham Young
University, Provo, Utah
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FOOL FOR
LOVE·
BY SAM SHEPARD
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"Everybody sings the blues sometime.
And everybody knows the tune.''
Merle Haggard

.

5

. .....
..
. ..
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'
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FOOL FOR LOVE (The Magic Theatre of San Francisco production) was presented by the Circle Repertory Company, in
New York City, in May, 1983. It was directed by the author;
the set was by Andy Stacklin; the costumes were by Ardyss L.
Golden; the lighting was designed by Kurt Landisman; and the
sound was by J .A. Deane. The associate director was Julie
Hebert; the production stage manager was Suzanne Frey; and
the lighting supervisor was Mal Sturchio. · The cast was as
follows:
. MAY ....................... .............. Kathy Baker
EDDIE ................... . ......... . ........ Ed Harris
MARTIN ....................... ........ Dennis Ludlow
THE OLD MAN ...................... . .. Will Marchetti
Place: A motel room on the edge of the Mojave Desert
Time: The present

i

6

.

.

.

lj

·FOOL FOR LOVE
This play is to be performed relentlessly; without a break.
Scene: Stark, low-rent motel room on the edge of the Mojave
Desert. Faded green plaster walls. Dark brown linoleum floor.
No rugs. Cast iron four poster single bed, slightly off center
favoring Stage Right, set horizontally to audience. Bed covered
with faded blue terry cloth bedspread. Metal table with well
worn yellow formica top. Two matching metal chairs in the
50's "S" shape design with yellow plastic seats and backs. Also
well worn. Table set extreme down left (from actor's P. 0. V.).
Chairs set Upstage and Down Right of table. Nothing on the
table. Faded yellow exterior door in the Center of the Stage Left
light
wall. When this door is opened a small orange porch light
shines into room. Bathroom door Up Right of the Stage Right
wall, painted red. This door slightly ajar to begin with, revealing part of an old style porcelain sink, white towels, a general
clutter offemale belongings and allowing a yellow light to bleed
onto stage. Large picture window dead Center of Upstage wall,
framed by dirty long dark green curtains. Yellow-orange light
from a street lamp shines through.
Extreme Down Left, next to the table and chairs is a small extended platform on the same level as the stage. The floor is black
and it's framed by black curtains. The only object on the platform is an old maple rocking chair facing Upstage Right. A
pillow with no slip-cover rests on the seat. An old horse blanket
with holes is laced to the back of the rocker. The color of the
blanket should be subdued- grays and blacks. Lights jade to
black on set. In the dark, Merle Haggard's tune, "Wake Up"
from his "The Way I Am" album is heard. * Lights begin to rise
slowly on stage in the tempo of the song. Volume swells slightly
with the lights until they arrive at their mark. The platform remains in darkness with only a slight spill from the stage lights.
Three actors are revealed:
The Old Man sits rocking in the rocker facing Up Right so he's
just slightly profile to the audience. A bottle of whiskey in a
* See

special note on copyright page.
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Eddie ToWwin her

back

May

check

Dete
cool
rmine
seeminguncaring
ly

bid

J1

hersenses

emotion

May Tosurren der
Hopelessly,
unforgivin

brown paper bag sits on the floor beside him. He picks up the
bottle, pours whiskey into a styrofoam cup and drinks. He has a
scraggly red beard, wears a straw Mexican gardener's hat with a
flat brim (not a sombrero), a sun-bleached dark quiltedjacket
with the stuffing coming out at the · elbows, black and white
checked slacks that are too short in the legs, no socks, Mexican

B aXt DS
hro
to table w/
checked stacks
that vest
sandals
and and old minds of May

New opening
.
.

radio, starts

directly and acknowledge his physical presence. The Old Man
treats them as though they all existed in the same time and place.
bathr.
May
May sits on edge of bed facing
feet on floor
audience
legs
apart
elbows
on knees, hands hanging limp and crossedbe
dance
tween her knees, head hanging forward,
face staring at the floor.
hardness
&e is absolutely still and maintains this attitude until she
( ~(_ \ )
speaks.
She wears ·a blue Mexican type full skirt, baggy white
She
we
T-shirt and b a eet
r ewith
fe
ae
silver
t ankle bracelet. She's in her
bed
early thirties, Eddieinsits
the Upstage chair by the table,
.
Bown Left, facing May. He wears maddy broken down cow- ,t::..
) ____
boy boots with silver gaffer's tape wrapped around them at the
·
toe and in-step, well-worn faded dirty Jeans that smell like horse C .
. ·
\JX.l.J\
sweat. Brown western shirt with snaps. When he walks he
limps slightly and gives the impression he's rarely off a horse.
JI
tape off
There's a peculiar broken-down quality about his body in genBam
eral, as though he's aged long before his time. He's in his late
thirties. His right. hand is covered with dirty adhes£ve·tape. He
is applying resin to the handle of a bucking strap and glove.
Song fades at end offirst verse. Eddie stares at May. He ignores
the Old Man. May
still.stays

·bathro m
~
.·
getting
·
ready
for
:;,

'j!

·

M:

@

together

l

date

brings

EDDIE. (Seated.) May,
May?
look.
I'm not goin' anywhere.
See? I'm right here. I'm not gone. ( She won't look.) I don't know
why you won't just look at me. You know it's me. Who else do
you think it is. (Pause.) You want some water or somethin'?
Huh? ( He gets up slowly, goes to her, strokes her head softly, she stays
still.) May? Come on. You can't just sit around here like this.
How long you been sittin' here anyway? You want me to go
outside and get you something? Some potato chips or
something}t(She suddenly grabs his closest leg with both arms and holds
tight. ) I'm not .gonna' leave . Don't worry. I'm not gonna' leave.
I'm stayin' right here . I already told ya' that . ( She squeezes tighter
8
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Actions
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To reject

E Tod
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Searchingly

what it is she wants
. un knowi
from him
ngly

ignorantly

Pointedly

I
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conviction
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bites each wor

at-- him

turns

when

to

·-tb leave

iYUL ~
believe his

brush-offs

I
to his leg, buries her head in his knee, he just stands there, strokes her head
May? Let go, okay? Honey? I'll put you back in bed .
softly
Okay? ( She shakes her head violently, keeps holding tight to his leg.)
Come on. I'll put you in bed and make you some hot tea or
somethin'. You want some tea? ( She shakes her head, keeps holding
n? Some Ovaltine? May, you gotta' let go of me
on. ) With lemon?
I?.:\ now, okay? She releases his leg and returns to her original position
\BJ Now JUSt ay back and try to relax. (He star to tr to ush her back
gentlyon the bed as he ulls back the blankets She er erupsfurious[ hit
takes a quick
te acks o . She
ting him to Upstage of Stage Left door.
retreat to head of bed. After pause.) You want me to go?
MAY. (Shakes her head.) No.
EDDIE. Well, what do you want then?
MAY. You smell.
EDDIE. I smell.
MAY. You do.
EDDIE. I been drivin' for days.
MAY. Your fingers smell.
EDDIE. Horses.
MAY. Pussy
EDDIE. Come on, May;
MAY. They smell like metal.
EDDIE. I'm not gonna' start this shit.
MAY. Rich pussy. Very clean 1
EDDIE. Yeah; sure.
MAY. You know its true.
EDDIE. I came to see if you were all right.
MAY. I don't n e e d y o u !
rns to go)
EDDIE. O k a y . ( T uine.
MAY. Dont go.
EDDIE. I'm goin'. (Eddie exits.)
re-enters.)
Y. ( Agonized scream ) DON'T GO! ! !
May
am I asupposed to
EDDIE. What am I gonna' do? Huh? What
do?
do
MAY. You know.
EDDIE. What.
MAY. You're gonna' erase me.
EDDIE. What're you talkin' about?
MAY. You're either gonna' erase me or have me erased.
EDDIE. Why would I want that? Are you kidding?

desperate

Eddie

1
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I

factually

2ndse
WA1 \xually
M

"\o succumb

Slowly

somewhat

resistance

.

.

table

.

.
·
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MAY. Because I'm m the way.
EDDIE. Don't be stupid. ·
MAY. I'm smarter ·than you are and you know it. I can smell
your thoughts before you even think'em.
EDDIE. May, I'm tryin' to take care of you. All right?
MAY. No you're not. You're just guilty. Gutless and guilty.
· slowly
EDDIE. Great. (Pause.)/
X
MAY. (Quietly.) I'm gonna kill her ya' know. M
EDDIE. Who?
·
MAY. Who.
EDDIE. Don't talk like that.
MAY. (Stays calm.) I am. I'm gonna' kill her and then I'm
gonna' kill you. Systematically. With sharp knives. Two
separate knives. One for her and one for you. So the blood
doesn't mix. I'm gonna' torture her first though. Not you. I'm
just gonna' let you have it. Probably in the midst of a kiss. Right
when you think everything's been healed up. Right in the moment when you're sure you've got me buffaloed. That's when
you'll die. (Pause.
know how many miles I went outa' my way JUSt to
EDDIE. You
come here and see you? You got any idea?
MAY. Nobody asked you to come.
EDDIE. Two thousand, four hundred and eighty.
MAY. Yeah? Where were you, Katmandu or something?
EDDIE. Two thousand, four hundred and eighty miles.
MAY. So what! ( He drops his head, stares at floor. Long pause. She
.

stares at him.)

.· '•

.

.

·

to E

slowly

EDDIE. I missed you. I did. I missed you more than anything
ever missed in my whole life. I kept thinkin' about you the X to M
whole time I was driving. Kept seeing you. Sometimes just a
he's
part of you.
now
·
MAY. Which part?
seducing
EDDIE. Your neck.
neck?
MAY. My
EDDIE. Yeah.
MAY. You missed my neck?
EDDIE. I missed all of you but your neck kept coming up for
some reason. I kept crying about your neck .
MAY. Crying?
EDDIE. Yeah. Weeping. Like a little baby. Uncontrollable. It
10
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connectionG:t\ con vict ion

no surrender

ETo retreat

s t u mu
bn
l ianb
gl e

to
lie

wel l

M ha
co
sntrol!

- slapping ideas

at

her

like cards

the sl
. \roQ1

figh t

would just start up and stop and then start all ·over again. For
miles. I couldn't stop it. Cars would pass me on the road. People would stare at me. My face was all twisted up. I couldn't
stop niy face/
MAY. Was this before · or after your little fling with the
Countess?
EDDIE. There wasn't any fling with any Countess!
M an
MAY. You're· a liar.
-~EDDIE. I took her out to dinner once, okay?
U MAY Ha!
EDDIE. T w i c e
MAY. You were bumping her on a regular basis! Don't gimme
come
that shit.
·EDDIE. You can believe whatever you want .
MAY. I'll believe the truth! It's less confusing. ( Pause.)
\b)/EDDIE. I'm takin' you back May.
MAY. I'm not going back to that idiot trailer if that's what you
think.
EDDIE. I'm movin' it. I got a piece of ground up in Wyoming.
MAY. Wyoming? Are you crazy? I'm not moving to Wyoming. What's up there? Marlboro Men?
EDDIE. You can't stay here . .
MAY. Why not? I got a job . I'm a regular citizen here now .
EDDIE. You got a job?
MAY . Yeah. What'd you think, I was helpless?
-EDDIE. No. I mean- it's been a long time since you had a job.
MAY. I'm a cook.
EDDIE. A cook? You can't even flip an egg can you?
not talkin' to you anymore. ( She goes into bathroom, M
I'my
Ma
.
ams door.)
t./
DDIE. May, I got everything worked out. I been thinkin'
about this for weeks. I'm gonna' move the trailer. Build a little
pipe corral to keep the horses. Have a big vegetable garden.
Some chickens maybe . ·
hate horses! I hate all that shit! You
May Y. I hate chickens! I hate
know .that. You got me confused with somebody else. You keep
comin' up with this lame country dream life with chickens and
vegetables and I can't stand any of it. It makes me puke to eventhink about it
EDDIE. Youll get used to 1t. ( M a y e n t e r s )
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E grabs her releases
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MAY. You're unbelievable!
!
May.
time,
this
you
of
go
lettin'
not
EDDIE. I'm
1
How
(Pause.)
with.
begin
to
MAY. You never had a hold of me
many times have you done this to me?
EDDIE. What.
MAY. Suckered me into some dumb little fantasy and then ·
dropped me like a hot rock. How many times has tha a pened?
EDDIE. It's no fantasy.
MAY. It's all a fantasy.----EDDIE And I never dropped you either.
MAY. No, you ·ust disa ear '
EDDIE. I'm here now aren't I?
MAY. Well, praise Jesus God!
EDDIE. I'm gonna' take care of you May. I am. I'm gonna'
stick with you no matterwhat. I promise.
· wanting
,tE
MAY. Get outa' here (Pause.)
not
EDDIE. What'd you have to go and run off for anyway?
.
leav
MAY. Run off? Me?
EDDIE. Yeah. Why couldn't you just stay put. You knew I was
co min' back to get you.
MAY. What do you think it's like sittin' in a tin trailer for weeks
on end with the wind ripping through it? Wai tin' around for the
butane to arrive. Hiking down to the laundromat in the rain .
Do you think that's thrilling or somethin'?
EDDIE. I bought you all those magazines.
MAY. What magazines?
EDDIE. I bought you a whole stack of those fashion magazines
before I left. I thought you liked those. Those French kind.
MAY. Yeah, I especially liked the one with the Countess on the
toward
cover. That was real cute. (Pause)
r-7EDDIE. All nght.
MAY . All right, what. He turns to go) Where are you going.
EDDIE. Just to get my stuff outa' the truck. I'll be right back.
MAY. What're you movin' in now or something?
EDDIE. Well, I thought I'd spend the night if that's okay.
MAY. Are you kidding?
EDDIE. Then I'll just leave I guess.
MAY. ( She stands. ) Wait . ( They stand there j acing each other for .a

to

dance
. l

E

while. The cross slowl to each other. Pause as the look at each other.
e
The_))_ embrace. Long, tender kiss. They are very soft with each other.
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suddenly knees him in the groin with tremendous force. Eddie doubles over
and drobs like a rock She stands over him Pause.) You can take it,
ht? Y You'rea stuntman. ( She exits into bathroom Stage Right..
right?
Slams the door behind her) The door is amplified with microphones and a
resonator hidden in the frame so that each time an actor slams it, the door
booms loud and long. Same is true for the Stage Left door. Eddie remains
on the floor holding his stomach in pain. Stage lights drop to half their intensity as a spot rises softly on The Old Man. He speaks directly to
Eddie.)
THE

OLD MAN.

balls

'D'-1

I thought you were supposed to be a.fgu:_ ➔

.
you? You dream things
the deal withist
tas
Isn't that basically
fan

Isn't

more
up. Isn't that true?
realism
EDDIE. (Stays onfloor.) I don't know.
THE OLD MAN. You don't know. Well, if you don't know I
don't know who the hell else does. I wanna' show you somethin'.
Somethin' real, okay? Somethin' actual.
EDDIE. Sure.
the .. ail over
THE OLD MAN. Take a look at that picture.
there. ( He points to wall Stage Right. There is no picture but Eddie
stares at the wall.) Ya' see that? Take a look at that. Ya' see it?
EDDIE. ( Staring at wall.) Yeah.
THE OLD MAN. Ya' know who that is?
EDDIE. I'm not sure.
THE OLD MAN. Barbara Mandrell. That's who that is. Barbara Mandrell. You heard a' her?
EDDIE. Sure.
THE OLD MAN. Well, would you believe me if I told ya I
was married to her?
EDDIE. (Pause.) No.
THE OLD MAN. Well, see, now· that's the difference right
there. That's realism. I am actually married to .Barbara Mandrell in my mind. Can you understand that?
EDDIE. Sure.
THE OLD MAN. Good. I'm glad we have an understanding.
( The Old Man drinks from his cup. Spot slowly fades to black
lights come back up full. May enters from bathroom. Slams door Door
booms. She ts carrying a sleek red dress, panty hose, · a pair of black hzgh
heels, a black shoulder purse and a hair brush. She crosses to bed and
clo
the
sstarts brushing
on a bed postand
w
the purse
o
t h rHangs
brushing
her hair She stares at Eddie who remains on floor.Shefinishes
.
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as stage
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as

if

another
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her hair, throws brush on bed then starts taking off herclothes and changing
into the clothes she brought on stage. As she speaks to Eddie and
changes into the new clothes she gradually transform from her former
This occurs almost unnoticeab ly
tough drabness into a very sexy woman
concise
in the course 0f her
I don't understand ·
~MAY.~ Very cold, quick, almost voice
'7 my feelmgs. I really don t. I don t understand how I could hate

speech

ty
has
reali
the
•·

memory

···

of it

I

I
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E slowly

rises
dt h e r
don't
see you now. All I see is a picture of you. Y o u a n
a
lt's
care.
even
don't
I
anymore.
real
pictures
the
1f
n
know
even
eve
·
made-uppicture . It invades my head . The two of you. And this
made
are worse
icture stings even more than if I'd actually seen you with her.
actionsIt cuts me. It cuts me so deep I 11 never get over 1t. And I can't
get rid of this picture either. It just comes. Uninvited. Kinda'
like a little torture . And I blame you more for this little. torture
·
.
A
than I do for what you did./
than
dress
(t; EDDIE. Standing slowly.) I'll go. E starts
caressing
to
MAY. You better.
EDDIE . Why?
MAY. You just better.
"'. w h a t ?
EDDIE. I thought you wanted me to stay.
IL-.
•
E
MAY. I got somebody coming to get me. add
,
got somebody
M 2
EDDIE. ( Short pause, on his feet. ) Here?
'--.J coming
MAY. Yeah, here. Where else?
EDDIE_. You been seeing somebody?
MAY. When was the last time we were together, .Eddie? Huh?
Can you remember that far back?
toward her.)
EDDIE. Who've you been seeing! ( He moves violently
it.
about
think
even
you
Don't
me!
touch
you
MAY. Don't
him!
EDDIE. How long have you been seeing
MAY. What difference does it make! ( Short pause. He stares at her
l and exits out the Stage Left door and slams it behind
then tur
ddie! Where are you going? Eddie! ( Short
Doorbooms.
him.
pause. She looks after Eddie then turns fast, moves Upstage to window.
e looks out window, turns back into room. She rushes to Upstage side of
bed, gets down on hands and knees1 pulls a suitcase from under . bed,
throws it on to o bed opens it. She rushes into· bathroom, disappears,
leaving dooropen. She comes back on with various items of clothing,
znto suitcase, starts to go, stops at door, goes to window and

angry

I
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She puts the suitcase back under the bed, rushes into bathroom strokes
looks out. She
returns with a hairbrush, sits on Upstage side of bed; brusheshair looks
at window as if that's what she's been oing all along. Eddie enters Stage
Left, slams door behind him o boo . He stands there holding a ten
gauge shotgun in one hand and a bottle of Herradura tequila in the other. p a n i c k e d !
May stops brushing her hair.) Oh wonderful. What're you gonna'
do with that?
Ma.y .
EDDIE. Clean it. ( He moves to bed, tosses shotgun on bed
. She · stands, moves Downstage. Eddie opens the .bottle.) You got any
·
glasses?
MAY. In the bathroom.
EDDIE. What're they doin' in the bathroom! (Eddie crosses
toward bathroom door with bottle.)
MAY. I keep everything in the bathroom. It's safer.
EDDIE. You want some a' this?
yI'm on the wagon
M aY.
into bathroom May moves
EDDIE. Good. Bout time; He exits
res at shot shotgun
back to bed,
MAY. Eddie, t 1s 1s a very friendly person who's coming over
here. He's not malicious in any way. (Pause. ) Eddie?
EDDIE'S VOICE. ( Off R£ght.) Where's the damn glasses?
MAY. In the medicine cabinet!
EDDIE'S VOICE. What the hell're they <loin' in the medicine
cabinet! ( Sound o medicine cabinet bein o ened and slammed
r

beside

moves
bathroom
He exits into May

.

.

Right.

MAY. There's no germs in the medicine c a b i n e t ! M shoves
unde
EDDIE'S VOICE. Germs.
MAY. Eddie, did you hear me? Eddie enters with a tall glass,
pourin tequila into it slowly until it's full as he crosses to table Down
id you hear what I said, Eddie?
Left.
IE. About what?
Y. About the man who's coming over here.
May

threat!) a long
purposeful! (ATakes
la chair.
Upstage
bottle of tequi
What man? Oh, brother.
ritual

EDDIE. First off, it can't be very serious.
MAY. Oh really? And why is that?
EDDIE. Because you call him a "man."
MAY. What am I supposed to tall him?
EDDIE. A "guy" or something. If you called him a "guy" I'd be
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since you ca11 him
give
worne d a b out 1t b ut smce
1m a "man""
man you give
yourself away. You're in a dumb situation with this guy by call1
//;\ ing him a "man." You put yourselfbelow hi!:o/
MAY. What in hell do you know about it.
EDDIE. This guy's gotta' be a twerp. He's gotta' be a punk
chump in a two dollar suit or somethin'.
MAY. Anybody who doesn't half kill themselves falling
horses or jumping on steers is a twerp in your book.
EDDIE. That's right.
MAY. And what're you supposed to be, a "guy" or a "man"?

M

off

@

Eddie lowers his glass slowly. Stares at her. Pause. He smiles then
speaks low and deliberately . )

EDDIE. I'll tell you what. We'll just wait for this "man" to come
over here The two of us. We'll just set right here and wait.
Then I'll let you be the judge.
MAY . Why is everything a big contest with you. He's not competing with you. He doesn't even know you.exist.
EDDIE . You can introduce me.
MAY. I'm not introducing you. ·I am definitely not introducing
you . He'd be very embarrassed to find me here with somebody
else. Besides, I've only just met him.
EDDIE. Embarrassed?
MAY. Yes! Embarrassed. He's a very gentle person.
EDDIE . Is that right. Well I'm a very gentle person myself. My
feelings get easily damaged./
MAY.
What feelings. ( Eddie falls silent, takes a drink.) You can't
keep messing me around like this. It's been going on too long. I
can't take it anymore. I get_sick every time you come around.
Then I get sick when you leave. you're like a disease to me.
Besides, you got no nght bemg Jealous of me after all the
bullshit I've been through with you.
(Pause.)
EDDIE . We've got a pact.
a nitd
w/ C>-MAY. Oh God.
;;-:==not part of
EDDIE. We made a pact.
MAY. There's nothing between us now!
EDDIE. Then what're you so excited about?
MAY. I'm not excited!
EDDIE. You're beside yourself.
MAY. You're driving me crazy! You're driving me totally
crazy!
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EDDIE. You know we're connected, May. We'll always be connected. That was decided a long time ago.
MAY. Nothing was decided! You made all that up.
EDDIE. You know what happened.
MAY. You promised me that was finished. You can't start that
up all -over again: You promised me.
EDDIE. A promise can't stop something like that. It happened.
MAY. Nothing happened! Nothing.ever happened!
EDDIE. Innocent to the last dro .
·
ause, controlled. ) Eddie - will you please leave? Now.
other.
the
or
way
one
out
EDDIE. You're gonna' find
MAY. I want you to leave.
EDDIE. You didn't want me to leave before.
MAY. I want you to leave now. And it's not because of this
man. It's justEDDIE. What.
MAY. Stupid. You oughta' know that by now.
EDDIE. You think so, huh?
MAY. It'll be the same thing over and over again. We'll be
together for a little while and then you'll be gone.
EDDIE. I'll be gone.
MAY. You will. You know it. You just want me now because
I'm seeing somebody else. As soon as that's over you'll be gone
agam.
EDDIE. I didn't come here because you were seein' somebody
else! I don't give a damn who you're seeing! You'll never replace
me and you know it!
MAY. Get outa' here! (Long silence. Eddie lifts his glass and toasts
her then slowly drinks it dry. He sets his glass down softly on the floor.)
EDDIE. ( Smiles at her.) All right. ( He rises slowly, picks up the seciions of his shotguTJ:.:._He stands there looking down at the shot un ieces
May moves sli htly toward him.
for a second.
MAY .. Eddie - His head ierks up and stares at her. She sto s cold.
s door.
EDDIE. You're a 'traitor. ( He exits Le t with shotgun.
stops.
doorthen
toward
moves
May
booms.
Door
MAY. EDDIE! ( This action gathers force and reaches beyond itself into
an a onizin mour l wail until her entire bod is involved in the loss.
e
Slowly, in the course of May's mourning, the spotlight softly rises on
Old Man and the stage lights .decrease to half again. May stops as though
she's had the wind knocked out of her and doubles over from the waist,
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holding her stomach with crossed arms. She makes her way around the
room hugging the walls. She weebs silently as her face contorts into total
grief. Her knees begin to very slowly give way as she bends deeper into
herself until finally she hits the floor in a kneeling position, Downstage of
bed hugging the pillow. She slowly drops her head until the top of it
touches the floor. The whole time she maintains this complete embrace of
herself with crossed arms as though holding the one who's gone. This entire action is per ormed as slowl as ossible. She remains on her knees.
The Old Man has been tellin her the story as she goes
er o wee
through this gesture.)
THE OLD MAN. Ya' know, one thing I'll never forget. I'll
never forget this as long as I live- and I don't even know why I
remember it exactly. We were drivin' through southern Utah
once, I think . .. it was. Me, you and your mother-in that
old Plymouth we had. You remember that Plymouth? Had a
white plastic hood ornament on it. Replica of the Mayflower I
think it was. Some kind a' ship. Anyway, we'd been drivin' all
night and you were sound asleep in the back seat. All bundled
up. And your mother was sound asleep in the front. And all of a
sudden you woke up crying. Just bustin' a gut over somethin'. I
don't know what it was. Nightmare or somethin'. Woke your
mom right up and she climbed over the seat in back there with
you to try to get you settled down. But you wouldn't shut up for
hell or high water. Just kept wailing away. So I stopped the
Plymouth by the side of the road. Middle a' nowhere. I can't
even remember where it was exactly. Pitch black. I picked you
up outa' the back seat there and carried you out into this field.
Thought the cold air might quiet you down a little bit. But you
just kept on howling away. Then, all of a sudden, I saw
somethin' move out there. Somethin' bigger than both of us put
together. And it started to move toward us kinda' · slow. And
then it started to get joined up by some other things just like it.
Same shape and everything. It was so black out there I .c ould
hardly make out my own hand. But these things started to
ave in on us from all directions in bi circ
·
kinda'
stopped dead still and turned back to the car to see if your
mother was all right. But I couldn't see the car anymore. So I
called out to her. I called her name loud and clear. And she
answered me back from outa' the darkness. She yelled back to
me. And just then these things started to "moo." They all started
"mooing'' away. (He makes the sound of acow And it turns out,
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there we ·were stand in' smack in the middle of a goddam herd of
cattle. Well, you never heard a baby pipe down so fast in your
life. You never made a peep after that.The whole rest of the
trip/( Suddenly May hears Eddie off Left. Stage lightspop backup. Spot
on The
Old Man cuts to black. She leaps to her feet, completely dropping
h_er grief hesitates a second then rushes to chair Upstage of table and sits.
She takes a drink strai ht rom the bottle, slams bottle down on table, leans
back in the chair and stares at the bottle as t ough she's been sitting like
that the whole time since he left, Eddie enters ast r
Le Left
door
carrying a round burlap rope bag. He slams door. vor boom . e com-pletel i nores Ma . She com letel i nores hzm an
e s staring at the
bottle. He crosses Upstage of bed) throws ba on bed, unzips bag and
pu s out a we worn n lon steer ropee with a leather burner on the on a.
He
e builds a loop in ·the rope feeding it with his left hand so that it makes
a snake-like zipping sound as it passes through the honda. Now he begins
to pay attention to May as he continues fooling with the rope. She remains
staring at the bottle of tequila.)
EDDIE. Decided to jump off the wagon, huh? ( He spins the rope
above his head in a flathorn loop then ropes one of the bedposts, taking up
the slack with a sharp snab o( the right hand. He takes the loop off the
bedpost, re-builds it, swings and robes another bedpost. He continues this,
right around the bed
bed., roping every postand never missing. May takes
another drink and sets bottle down quietly.)
MAY. ( Still not looking at him.) What're you doing? ,
EDDIE. Little practice. Gotta' stay in practice these days.
There's kids out there ropin' calves in six seconds dead. Can you
believe that? Six and no change. Flyin' off the saddle on the
right hand side like a bunch a' spider monkeys. I'm tellin' ya',
they got it down to a science. ( He continues ro in. bed osts maki g
his way around the bed in a circle. )
MAY. ( Flatly, staring at bottle I thought you were leaving.
Didn't you say you were leaving?
EDDIE. As be ropes Well, yeah, I was gonna'. But then it suddenly occurred to me in the middle of the parking lot out there
that there probably isn't any man comin' over here at all. There
probably isn't any "guy" or any "man" or anybody comin' over
here. You just made all that up
MAY. Why would I do that?
EDDIE. Just to get even. (S!Ji. turns to him slowly in chair, takes a
- drink, stares at him then sets bottle on table
MAY: I'll never get even with you. He laughs) crosses to table,
19
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takes a drink from bottle) So, now we're gonna' get real mean and
sloppy, is that it? Just like old times .
EDDIE. Well, I haven't dropped the reins in quite a while ya'
know . I've been real good. I have. No hooch. No slammer. No
women. No nothin'. I been a pretty boring kind of a guy actually. I figure I owe it to myself. Once a once. He returns to roping
the bedposts. She just stares at him from the chair
MAY. Why are you doing this?
EDDIE. I already told ya'. I need the practice.
MAY. I don't mean that.
.r:?J
EDDIE. Well, say what ya' mean then, honey.
like
agam
thmg
whole
this
through
gomg
Y . Why are you
you're trying to impress me or something. Like we just met.
This is the same crap you laid on me in high school.
EDDIE. ( Still r roping Well, it's just a little testimony of my
mean if I stopped trying to impress you that'd
love, see bab
mean it was al over wouldn't it?
MAY. It is all over.
EDDIE. You're trying to impress me too aren't you?
MAY. You know me inside and out. I got nothing new to show
you/
EDDIE. You got this guy comin' over. This new guy. That's
very impressive. ·I woulda' thought you'd be hung out to dry by
now.
MAY. Oh, thanks a lot.
EDDIE. What is he, a "younger man" or something?
MAY . It's none of your damn business.
EDDIE. Have you balled him yet? ( She throws him a mean glare
and Just pins him with her eyes.) Have you? I'm just curious.
(Pause.) You don't have to tell me. I already know.
MAY . You're just like a little kid, you know that? A jealous little snot-nosed kid. ( Eddie acts like a little snot-nosed kid. Keeps
roping bedposts.)
EDDIE. I hope this guy comes over. I really hope he does. I
wanna' see him walk through that door.
MAY. What're you gonna' do? ( He stops roping, turns to her. He
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I'm gonna' nail
The stare at each ·other. a
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door?
MAY. I'm not sticking around for this .
boom
__,. e
you gom? ( Eddierushes to her and grabs ber She c l o s
Eddie Where Where're
,
.. ,
.
.
. .
whirls around on hzm.)
·
MAY. Take your hands off a' me!
EDDIE. Wait a second, wait a second. Just a second, okay?//
··.· ·.
·. · ·. ..
Pause They stand there facing each other. Tell ya' what. I'll back

)< ·
closes
No .

(

I'll be just like a
will. real
be
I'llIIpromise.
off. realnice.

little old .

:
or something Well-maybe not your brother.
table
'
MAY. Maybe not.
EDDIE. Your cousin. Okay? I'll be your cousin. I just wanna'
tween
meet him is all. Then I'll leave. Promise.
MAY. Why do you want to meet him? He's just a friend.
EDDIE. Just to see where you stand these days. You can tell a
)ot about a person by the company they keep.
MAY. Look. I'm going outside. I'm going to the pay phone
across the street. I'm calling him up and I'm telling him to forget
.
about the whole thing. Okay?
uf w whileou're one.
o
· EDDIE. Good. I'll ack
Suddenly headlights arc
MAY. I'm not going with you Eddi
the window. They slash
across the stage from Upstage Right, throu through
across the audience then dissolve off Left. These should be two intense
beams of piercing white light and not "realistic" headlights. ) Oh, great.
( Eddie laughs, takes a drink. )
EDDIE. Why don't ya' run on out there. Go ahead. Run on
out. Throw yourself into his arms or somethinA7Eddie laughs,
moves to bed, pulls a bair of old spurs off his belt. Sits. Starts putting
spurs on his boots. It's important these spurs look old and used with small
off
rowels- not cartoon "cowboy" spurs May moves to bed, slings purse
her shoulder and hangs it back on a bedpost.)
MAY. What're you doing?
EDDIE. Puttin' my hooks on. Sweetheart, I wanna' look good
for this "man." Give him the right impression. I'm yer cousin
after all.
MAY. If you hurt him Eddie EDDIE. I'm not gonna' hurt him. I'm a nice guy. Very sensitive
too. Very civilized.
M A Y . He's just a date, you know. Just an ordinary date.
EDDIE. Yeah? Well I'm gonna' turn him into H e s t a r t s
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laughing so hard at his ownJoke that he rolls off thebed and crashes to the
floor. He goes into a fit of laughter, pounding his fists into the floor. May
makes a move toward the door then stops and turns to Eddie.)
MAY. Eddie! Do me a favor. Just this once, okay?
EDDIE. ( Laughing hard.) Anything you want, honey! Anything
you want. ( He goes on laughing hysterically
s to Stage
gQQI._
oe
gLeft
MAY. ( Turning away rom him.) Jesus ... S h eStage
. Pitch black outside with only the porch light glowing.
and throws it
She stands in e doorway, staring out. Pause as Eddie slowly gains control of himself and stabs laughing. He staresat May.)
EDDIE. ( Still on floor.) What're you doing? ( Pause. May keeps
· looking out.) May?
MAY. ( Staring out open door.) It's not him.
EDDIE. It's not, huh?
MAY. No, it's not.
EDDIE. Well, who is it then?
MAY. Somebody else. ·
ing on bed
It'stprobably
it
EDDIE. ( Slowly getting up a n d seah.
jealous
me
make
not ever gonna' be "him." What're you tryin' to
for? I know you've been livin' alone.
blackMercedes Benz. ·
e
extra-long,
MAY. It's a big, h u g
EDDIE. ( Pause Well, this is a motel isn't it? People are allowed to park in front of a motel if they're stayin' here.
V
huge
i g ,extra-long,
MAY. People who stay here don't drive a bhuge,
Jiliick Mercedes Benz.
3
EDDIE. You don't, but somebody else might.
Still at door.) This is not a black Mercedes Benz type of

;;;:J.· (

EDDIE. Well, close the damn door then get back inside.
MAY. Somebody's sitting out there in that car looking straight
Eddie ( Stands fast.) What're they doing?
MAY. It's not a "they/ '. It's a "she."
EDDIE. Well what's she doing, then?
·MAY.Just sitting there. Staring at me.
DDIE. Get away from the door, May.
M a y Y. ( Turning toward him s!owly.) You don't know anybody
with a black Mercedes Benz by any chance, do you?
.
EDDIE. Get away from the doof'( Suddenly the white headlight

.

.
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slams it shut and pushes Mav aside Just as he ms the doo
by
ediately
Left..,
Off
explodes
pistol
a large caliber magnum
one
the sound of shattering glass then a car horn blares and continues on
relentless note )
MAY. ( Yelling over the sound of horn.) Who is that! Who in the
hell is that out there!
EDDIE. How should I know. ( Eddie flips the light switch off by
Stage Left door. Stage lights go black. Bathroom light stays on.)
MAY. Eddie!
EDDIE. Just get down will ya'! Get down on the floor! ( Eddie
grabs her and tries to pull her down on the floorbeside the bed May struggles
. Headli hts start o
s blaring
in the dark with him. Car horn kee keeps
· across sta e
ping back and orth rom i h beam to
through the window now.)
MAY: Who is that! Did you bring her with you! You
sonofabitch! ( She starts lashing out at Eddie fighting with him as he
tries to drag her down on the floor.)
EDDIE. I didn't bring anybody with me! I don't know who she
is! I don't know where she came from! Just get down on the
floor will ya'!
MAY . She followed you here! Didn't she! You told her where
you were going and she followed you.
EDDIE. I didn't tell anybody where I was going. I didn't know
where I was going 'til I got here.
r this! I swear to God. You are
na'
MAY. You
May
over on to o her so
down and rolls
her
pulls
nally
Eddie
pay!
gonna'
gives up struggling as he keeps her pinned to
es ow slowly
she can't get up.
the floor. Car horn suddenly stops. Headlights snap off. Long pause.
the
They listen in the dark.) What do you think she's doing?
The
EDDIE. How should I know.
MAY. Don't pretend you don't know her. That's the kind of car
a Countess drives. That's the. kind of car I always pictured her
in. ( She starts struggling again.)
EDDIE. (Holding her down.) Just stay put/
MAY. I'm not gonna' lay here on my back with you on top of
c h up, Edr ilemme
Now
mb
me and get shot by s o m e d utwat.
off arc back across
Left Headlights
die! ( Sound of tires burning rubber
the stage again , from Left to Right. A car drives off Sound fades.)
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EDDIE. Just stay down!
MAY. I'm down! ( Long pause in the dark. They listen.) How crazy

l

is this chickup anyway?

line

yet?
repeate
EDDIE. ( Getting
slow£)).) Just stay down. ( He gets up hunched
peeks
over crosses Upstage to window cautiously and peeks outside. Looking
out.
Shit, she's blown the windshield outa' my truck, God_·· i d a m n i t .
· ·
A May
(Still on floor.) Eddie?
EDDIE. ( Still looking out window.) What.
MAY. Is she gone?
EDDIE: I don't know. I can't see any headlights. (Pause.) I don't
believe 1t.
MAY. ( Gets up crosses to light switch )/Yeah, you shoulda'
thought of the consequences before you got in her pants. ( She
switches the lights back on. Eddie whirls around toward her. He stands.)
EDDIE. ( Moving toward her.) Turn the lights off! Keep the lights
off! ( He rushes to light switch and turns lights back off. Stage goes back
to darkness. May shoves past him and turns the lights back on again.
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back

EDDIE. Look, she's gonna' come back here. I know she's gonna'
come back. We either have to get outa' here now or you have to
keep the fuckin' lights off.
MAY. I thought you said you didn't know her!
EDDIE. Get your stuff! Were gettm outa' here. _ M
up
MAY. I'm not leaving! This is your mess, not mine: /
. EDDIE. I came here to get you! Whatsa' matter with you! I
came all this way to get you! Do you think I'd do that ifl didn't
love you! Huh? That
at bitch doesn't mean anything to me!
Nothm'. I got no reason to be here but you.

Old Man. Stage lights dim to half.Eddie and May just stand there staring at each other through the duration of The Old Man's words. They are
not "frozen. they just stand there and face each other in a suspended moment
of recognition.)
THE OLD MAN. Amazing thing is, neither one a' you look a
bit
bit familiar to me. Can't figure that one out. I don't recognize
myself in either one a' you. Never did. 'Course your mothers
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both put their stamp on ya'. That's plain to see. But my whole
side a' the issue is absent, in my opm1on. Totally
unrecognizable. You could be anybody's. Probably are. I can't
.
even remember the original circumstances. Been so long. Probably a lot a' things I forgot. Good thing I got out when I did
though. Best thing
I ever did. ( Spot fades on Old Man. Stage lights
combe
come back up.)
back
EDDIE. I'm not leavin'. I don't care what you think anymore. I
don't care what you feel. None a' that matters. I'm not leavin'.
:k--5
I'm stayin' right here. I don't care if a hundred "dates" walk
through that door - I'll take every one of'em on. I don't care if
you hate my guts. I don't care if you can't stand the sight of me
. Iii
or the sound of me or the smell of me. I'm never leavin'. You'll
never get rid of me. I'll track you down no matter where you go.
I know
se
exactly
lf
how your mind works. I've been right every
\ him
;
time. Every single time.
I
MAY. You've gotta' give this up Eddie.
foot
of
bed
EDDIE. I'm not giving it up! (Pause.)
MAY. Okay. Look. I don't understand what you've got in your
head anymore. I really don't. I don't get it. Now, you desperately need me. Now, you can't live without me. Now, you'll do
anything for me. Why should I believe it this time?
EDDIE. Because it's true.
·
MAY. It was supposed to have been true every time before.
Every other time. Now it's true again. You've been jerking me
off like this for fifteen years. Fifteen years I've been a yo-yo for
I
you. I've never been split. I've never been two ways about you.
I've either loved you or not loved you. And now I just plain
don't love you. Understand? Do you understand that? I don't--backs·
w
love you. I don't need you. I don't want you. Do you get that?
Now if you can still stay then you're either crazy or pathetic
Headlights
( Headlights again come slashing across the stage from Up Right, across
audience then disappear Off Left. Eddie rushes to light switch, flips it off
Stage goes black, Exterior lights shine through.)
EDDIE. ( Taking her by shoulder.) Get in the bathroom!
MAY. ( Pulls away.) I'm not going in the bathroom! I'm not
gonna' hide in my own house! I'm gonna' go out there. I'm
..
gonna' go out there and tear her damn head off! I'm gonna wipe
·
her out! ( She moves toward Stage Left door. Eddie stops her. She
screams. They struggle as May yells at Stage Left door.) Come on in
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here! Come on in here and brin your dumb gun! You hear
me? Bring all your weapons and ou silly skinny self! I'll eat you
Martin crashes onalive! ( Suddenly the Sta L
stage in the darkness. He's in his mid-thirties solidly hui/4 wears a green
plaid shirt, baggy work pants with suspenders. heavy work boots. May.
o
and Eddie pull apart. Martin tackles Eddie around the.waist
e door ooms . .
of them go crashing into the Stage Right bathroom door.
May rushes to light switch, flips it on. Li hts
Martin stands over Eddie who's crumpled up against the wall on the floor
Martin is about to smash Eddie in theface with his fist May stops him.
Martin, wait! ( Pause. Martin turns and looks at Mav . Eddie is dazed,
✓.:i\ remains on floor.) It's okay Martin. It's uh-It's okay. We were
just having a kmd of an argument. Really. Just take it easy. All
right? (Martin moves away from Eddie. Eddie stays on floor. Pause.)
Oh. I heard you screaming when I drove up and
MARTIN.
then all the lights went off. I thought someone was trying to MAY . It's okay . This is my uh- cousin : Eddie .
MAR TIN . ( Stares at Eddie.) Oh. I'm sorry .
EDDIE. ( Grins at Martin . ) She's lying.

Martin. (Looks at May.) Oh. May. (Moving to table.) Everything's

okay, Martin. You want a
drink or something? Why don't you have a drink.
MARTIN . Yeah. Sure.
aggresively
EDDIE. ( Stays on floor.) She's lying through her teeth.
some glasses. May exits quickly into bathroom
MAy I gotta get
.
Eddiegrainsback Pause
stepping over Eddie Martin stares at Eddie
that
Isn't
bathroom.
the
in
glasses
the
keeps
She
EDDIE.
(May comes back on with two glasses. She goes to table, pours
weird?
two drinks from bottle)
MAY I was starting to think you weren't going to show up,
late!
he's
that
Discovers
Martm.
so
.
field
I'm
I'm sorry. I had to water the football
MAR TIN. Yeah,
Eddie
down at the High School. Forgot all about
To May
To
Forgot all about what?
EDDIE.
s"' h a l f
'\01
forgot all about the watering. I w a
MAR TIN. I mean I forgot
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.

·.

·

.

her .
you
forgot all about
I meant
you
Eddie Oh,
thought
way here when

Questions
. .

E

·
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Oh, no.
MARTIN.
EDDIE. How far was half way? jabbing
Excuse me? TIN.
U MAR
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EDDIE. How far were you when it was half way here?
don't know. I guess a couple miles or
MAR TIN. S)h- µh I don't
to passiveaus
changes bec
so.
'. .
lousy little miles?
Eddie. Couple miles? / That's all? a'Couple
\
. You wanna know how many miles I came? Huh?
·
·.
/
MAY. We've been drinking a little bit Martin.
Brains
/
M EDDIE, She hasn't touched a drop. (Pause.)

MARTIN. Oh. jeering
EDDIE. You should thank the tire Mexican nation in fact.
We owe everything to Mexico down here. Do you realize that?
ize that do ya'. We're sittin' on Mexic':Y)You probably. don't realize
ground right now. It's only by chance · that you and me aren't
Mexican ourselves. What kinda' people do . you hail from
E to M
to
anyway, Martin? To stall
I was adopted.
I
h -know.
don't
Me? U
MARTIN.
his
then, .fiti'h. seizes
have a lota' problems
You must You
EDDIE. Oh.
no.
really.
MARTIN Well-not
No? You orphans are supposed¥5 steal a lot aren't ya'?
EDDIE.
..\-<--.
Shoplifting and stuff. You're also supposed to be the main
group responsible for bumping off our Presidents.
MARTIN. Really? I never heard that. dismissing
EDDIE. Well, you oughta' read the papers, Martin. (Pause.)
ou over I mean,
TIN. I'm reallysorry I knocked you
thought she was m trouble or somethmg.
·
M
EDDIE. She is in trouble. - rekindles the flame
.
sides
both
checks
addresses
MARTIN. (Looks at May.) Oh.passive
trouble. pressing
EDDIE. She's in big
v-o agressive
('(\
to
MARTIN. What's the matter, May? -- redirects
MAY. Nothing.
, -·
MARTIN. How come you had the lights off?
g
w a s n ' t t h i n k i nabout
MAY. We were uh-just about to go out. She
MARTIN. You were? - inquiring hurtfully

I

Martin

I
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redirected toward May!
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Themind

back peddling gam
MAY. Yeah-Well,I mean, we were going to come back.
Martin stands there between them. Hee looks t Eddie then back to May.
Pause.)
pushing
her
into the
EDDIE._(Laughs) No. no, no. Thats not what
at we were gonna' .

(

.

light!

do. Your name's Martin.dragging
Martin. Yeah, right.

nght?
EDDIE. That's not what we were gonna' do, Marty:
MARTIN. Oh.-- leaving
him
X /EDDIE. Could you hand me that bottle, please? make him
short
stay
MARTIN. ( Crossing to bottle at table.) Sure:
Eddie
D
Thanks ( Martin moves bac to Eddie with bottle and hands
d
it to him .. Eddie drinks.
er drink.
e were actually havmg an
·
argument about you. That's what we were d o i n
E.' .starts
in
MARTIN.
About me? hooked!
.
EDDIE. Yeah. We were actually
1ddle of a big huge\drags him
argument about
out you. It
so eated u . e had to turn the/
along

stops

\\

lure him in

.

4

got

lights off.was
Martin
it

ITT.s

Li

on keeps

\
·_.

What
about?
EDDIE. It was about whether or not you're actually a manor
not. Ya' know? Whether you're a "man" or just a "guy." (Pause.
Martin looks at May May smiles politely Martin looks backto
to Eddie.)
See, she says you're a tnan. Thats what she calls you. A "man."
Did you know that? That's what she calls you.
MARTIN. Looks back to May)No.
MAY. I never called you a man, Martm. Don'tt worry about 1t.
MARTIN. It's okay. I don t mmd or anythmg. to calm
EDDIE. No, but see I uh-told her she was fulla' shit. I mean I
told her that way before I even saw you. And now that I see you
I can't exactly take 1t back. Ya' see what I mean, Martm?
(Pause. May stands.)?
MAY. Martin, do you want to go to the movies?
MARTIN. Well, yeah-I mean that's what I thought we were
gomgtodo.- f r u s t r a t e d

·
V

\"f\
\\
.

((\

i

pea

grinsto bathroom

Pause ·\1sttime
YY\Q_

TIN. I didn't mean to make her mad.
EDDIE. What're you gonna' go see, Martin?
[MARTIN
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not

hears
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from him

get help

MARTIN. I can't decide_-,'
EDDIE. What d'ya' mean you can't decide? You're supposed to
have all that worked out ahead of time aren't ya'?
MARTIN. Yeah, but I'm not sure what she likes. stumping
EDDIE. What's that got to do with it? You're takin' her out to
the movies, right?
I
MARTIN. Yeah.
EDDIE. So you pick the movie, right?-· The guy picks the
movie. The guy's always supposed to pick the movie .
MARTIN. Yeah, but I don't want to take her to something she
doesn't want to see.
EDDIE. How do you know what she wants to
MAR_TIN. I don't. That's the reason I can't decide. I mean
what if I take her to somethmg she's already seen before?
EDDIE. You miss the whole point, Martin. The reason you're
taking her out to the movies isn't to see something she hasn't
seen before.
MARTIN. Oh. r--- continue
)
EDDIE.
The reason you're taking her out to the movies, is,
because you justSt want to be with her. Right? You JU St wanna be
'{/' .
close to her. I mean you could take her just about anywhere.
,
MARTIN. I guess.
in
littlea
EDDIE.
I mean after a while you probably wouldn't have to
take her out at all. You could JUSt hang around here
MARTIN. What would we do here?
EDDIE.
Well, you could uh-tell each other stories
MARTIN. Stories?--prodding~
EDDIE. Yeah.
\__,Q
MARTIN.- I don't know any stories.--calling hJYY"\
him out
li
EDDIE. Make 'em up. shut
him up
\
MARTIN. That'd be 1 ing wouldn't it? callinghim on his
EDDIE. No, no.
Lying's
in 's when you believe it's true. If you
·.
already know it's a lie then it's not lymg. d e f e n d. ·
MARTIN
(After pause.) Do you want a hand up off the floor?
,.
EDDIE. I like it down here? Less tension. You notice how
when you're standmg up there's a lot more tens10n?
\'>< MARTIN. Yeah. I've noticed that. A lot of times when I'm
working,
you know, I'm down on my hands and knees.
EDDIE. What lme a' work do you follow, Martm?
reference

teaching

·

)'\

reference

.

.

.

.
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f

MARTIN. Yard work mostly. Maintenance.
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EDDIE. Sure she's okay. She's always okay. She just likes to
take her time. Just to torture you. me
. ARTIN. Well-we were supposed to go to the movies. ➔
· Eddie She'll be out. Don't worry about it. She likes the
movies ( They .sit at table, Down Left. Eddie pulls out the Up Right
chair and seats Martin, in it then he goes to the Downstage chair and sits

.

·

r'9 .}.-

get

drunk .

e.)00

started

\(b [

.

Comp

The Old Man's left arm slowly descends and reaches across the table
holding out his em t st r styrofoam
cup for drink. Eddie loo
in e _
a second then ou · him a drink to fill three of them
drink
Eddie takes his from the bottle
, MARTIN. What exactly's the matter with her anyway?
·
EDDIE. She's in a state a' shock. ( The Old Man chuckles to himself.
\
Drinks.)
MARTIN. Shock? How come?
closer
..
_
EDDIE. Well, we haven't seen each other in a long time. I let
him
mean - Me
a_n d her'. we go back quite a ways, see. High_School./
Marin. Oh.
I didn't know that. apology
EDDIE. Yeah. Lot a' miles.
driving, forever
MARTIN. And you're not really cousins
EDDIE. No. Not really. No.
MARTIN. You're- her husband?
""J
EDDIE. No. Shes my sister. He and The Old Man look at each
.
other, then he turns back to Martin ) My half-sister. ( Pause. Eddie and
second then
Old Man drink.)
MARTIN. Your sister? - relieved
ct9' / wants
mor
EDDIE Y e a h . - h a s f u n
.
together
MARTIN. Oh. So-you knew each other even before high> putting
things
school then, huh?
EDDIE. No, see, I never even knew I had a sister until it was\ starts
new
g
too late .
- . ·
MARTIN. How do you_mean? i n q u i r e
EDDIE. Well, by the time
I found out . wed already you
know - fooled around. (OldMan shakes his head, drinks. Long
E
pause._ Martinzust stares at Eddze. Eddze grins. Whatsa matter
· ·
· · ··
Martm?
MARTIN. You [2Q!ed around?-- clarity
i.
1 11
EDDIE y h
""of
t
Martin. Well - um - That's
illeial isn't it? ....
true!

·
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rea lly bel ie

house to meet him as soon as we saw the Studebaker coming
across the field.
OLD MAN. (To Eddie.) That was no Studebaker, that
THE
.
defense was a· Plymouth. I never owned a goddam Studebaker. .

out ··

last

.

find out
your
lly
was
that sheyou
out d
fina
how'
you
MartinWell,

EDDIE. Well, see, this went on for years. He kept d1sappeanng
and re-appearing. For years that went on.. Then, suddenly, one
day It stopped. He stayed home for a while. Just stayed m the
house. Never went outside. Just sat in his chair. Staring. Then .
he started going on these long walks . He'd walk all day. Then
he'd walk all night. He'd walk out across the fields. In the dark.
I used to watch him from my bedroom window. He'd disappear
the witness
in the dark with his overcoat on
MARTIN. Where was he going?
5!EDDIE. Just walking
old
. The Old Man I was making a decision.
t 1f I could go with him. And
g hh1m
asked
Ii
EDDIE. But o n e n
walked straight out across the fields together.
he took me. We
the In the dark. And I remember 1t was JUSt plowed and our feet
sank down in the Powder and the dirt came up over the tops of
my shoes and weighed me down. I wanted to stop and empty
my shoes out but he wouldn't stop. He kept walkmg straight
ahead and I was afraid of losing him in the dark so I just kept up
as best I could. And we were completely silent the whole time.
Never said a word to each other. We could barely see a foot in
front of us, it was so dark. And these white owls kept swooping
down out of nowhere, hunting for jack rabbits. Diving right
past our heads, then disappearing. And we just kept walking
silent like that for miles u_n til we got to town. I could see the
drive-in movie way off in the distance. That was the first thing I
saw. Just square patches of color shifting. Then vague faces
began to appear. And, as we got closer, I could recognize one of
the faces. It was S encer Tracy. Spencer Trac movin
eaking without words. Spea ing to a oman in re
mouth.
gr.e.ss......Then we stoppe at a liquor store and he made me wait
outside in the parking lot while he bought a bottle. And there
were all these Mexican migrant workers standing around a
pick-up truck with mud all over the tires. They were drinking
beer and laughing and I remember being jealous of them and I
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MAY. I.heard every word. I followed it very carefully/He's told
me that story a thousand times and it always changes.
EDDIE. I never repeat myself. - sheild
nothing but repeat yourself. _That's all you do. 'C!Y \
MAY You
·
You 1ust go m a big circle. ➔ imprinting
MARTIN. (Standing.) Well, maybe I should leave.- threat
( Stays tt,ng.) o! y YouSit down. ( Silence. Martin slowly
Eddie

do

·

.

..

-·

.' .:
F

\ playing

MARTIN. No I mean at the time. you were telling it, it seemed,
.
real.

you're doubting 1t because she sa
Eddie. But now

·.

S

It S a lie? directed

middlemen

,
· MARTIN. Well- redirect
you
sudden
a
of
She suggests it's a lie to you and all
change your mind? Is that it? You go from true to false like
that, in a second?
fast
end
MARTIN . I don't know. escape
MAY. Let's go to the movies, Martin. (Martin stands again.)
EDDIE. (Still seated.) Sit down! (Martin sits back down. Long

Eddie.

£if

mov4-I

.J;
\slowhim
ds
t
to -S succumb
an
wan
st
pause.)
j
Scare h i m !
MAY Eddie - ( Pause)
EDDIE. What? - belittling
MAY. We want to go to the movies. ~Pause. Eddie just stares at Not
her.) I want to go out to the movies w1th · Martin. Right now.
EDDIE. Nobody's going to the movies. There's not a m o v i e
in this town that can match the story I'm gonna' tell. I'm gonna'
fl ·
finish this story.
MAY. Eddie- pleading
EDDIE. You wanna' hear the rest of the story don't ya', Martin

I

...

I

(

..

tin?
assure
MARTIN. (_Pause. He looks at May then back to Eddie.) Sure.
·.
.
.
. . May. y. Martm. Lets go. Please..
MARTIN. I- ( Long pause. Eddie and Martin stare at e a c h o t h e ,_r . ) ·Mo-.y
_·
.
EDDIE. You what?---.Stickingit -\--c, him
po\
tell
to
want
you
if
it
of
rest
the
hearing
MARTIN .. I don't mind

polite

To himself I'm dyin' to hear it myself.
To
The Old Man
1c
in his chazr. Grins.)
e
Eddie leans hack.
Eddi
Y. ( To Eddie.) What do you thmk this 1s gomg to do? Do
May
you think this is going to change something?

she

EDDIE. No.
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MAY. Then what's the point?
EDDIE. It's absolutely pointless.
MAY. Then why put everybody through this. Martin doesn't
want
to hear this bullshit I don't want to hear it.
._
EDDIE. I know you don'tt wanna' hear 1t.
.
Don't try to pass 1t off on me! You got 1t turned around.
MAY.
Eddie. Y You got it all turned around.· You don't even know
which end is up anymore. ( Pause. She settles down a little.) Okay.
Okay. I don't need either one of you. I don't need any of it
because I already know the ·rest of the story. I know the whole
rest of the story, see. ( She speaks directly to Eddie, who remains sitMartin stays standing.) I know it just exactly the way it hapf
pened. without any little tricks added
ded on to it (
Old Man
leans over. to Eddie) confidentially
. THE OLD MAN. What does she know?
EDDIE. ( To The Old Man.) She's lymg.
. .
MAY.
want me to finish the story for you, Eddie? Hu
Youwant me to finish this story? (Pause, as Martin sits again
\:
See, my mother -the pretty. red-haired woman in the little
white house .with thee red awning was desperately in love with
the old man Wasn't she Eddie? You could tell that rightaway.
ou could see 1t m her eyes. She was obsessed with him to the
point where she couldn't stand being without him for even a
second. She kept hunting for him from town to town. Following
little clues that he left behind, like a postcard maybe, or a motel
on the back of a matchbook. ( To Martin:) He never left her a
phone number or an address or anythmg as simple as that
because my mother was his secret, see. She hounded him for
years and he kept trymg to keep her at a siistance because the
t wo separate lives
drew together these two separate
closer
women, these two separat't?kids, the more nervous 1're'-got. The
more filled with terror that the two lives would find out about
each other and devour him whole. That his secret would take
him by the throat. But finally she caught up with. him. Jjustby a
Ii.
· process of ehmmat1on she dogged him down. rI
remember
day we discovered the town. She was o n f i r 1e
s is 1 , she
kept saying; "This is the place!" Her whole body was trembling
as we walked through the streets, lookmg for the house where
he lived. She kept squeezing my hand to the point where I
thought she'd crush the bones m my fingers. She was terrified
vY'
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she'd come across him by accident on the street because she
knew she was trespassing. She knew she was crossing this forj.
bidden .zone but she couldn't help herself. We walked all day
through that stupid hick town. All day long. We went through
open window,
every neighborhood, peering through.found him. It
we
looking in at every dumb family, _until finally
.,.
was just exactly supper time and they w wereall sitting down at
the table and ·they were having fried chicken-. That's how ·dose
we were to ·the window. We could see what they were eating.
We could hear their voices but we couldn't make out what they
were saying. Eddie and his mother were talking but the old man
..
never said a word. Did he Eddie? Just sat there eating his
.
chicken in silence.
Boy
e.
with
wall i
d
off the
she everd
Boy, isE
THE OLD MAN. T o
about this.
this one. You gotta' do somethin'
MAY. The funny thing was, that almost as soon as we'd found
him - he disappeared. She was only with him about two weeks
before he just _anished. Nobody saw him after that. Ever. And
rself inside our.-T""never could
my mother- jus turned
h
d
oug
n
as th
e, a
i e vt
g rs
eherr
ept watching
u nI d
stare
just
and
ball
a
into
up
herself
somebody'd died. She'dpull
at the floor. And I couldn't understand that because I was feeling the exact opposite feeling. I was in love, see. I'd come home
after school, after being with Eddie and I was filled with this joy
and there she'd be- standing in the middle ·of the kitchen starat the sink. Her eyes looked like a funeral. And I didn't
know what to say. I didn't even feel sorry for her. All I could
think of was him.
he's gettin' way outa' line, here .
THE OLD MAN. ( ToEddie
MAY. And all he could t m of was me. Isn't that right, Eddie?
We couldn't take a breath without thinking of each other. We
couldn't eat if we weren't together. We couldn't sleep. We got
sick at night when we were apart. Violently sick. And my
mother even took me to see a doctor . And Eddie's mother took
him to see the same doctor but the doctor had no idea what was
wrong with us. He thought it was the flu or something. And Eddie's mother had no idea what was wrong with him. But my
mother- my mother knew exactly what was wrong. She knew it
clear down to her bones. She recognized every symptom. And
she begged me not to see him but I wouldn't listen. Then she
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begged Eddie ot to see me but he wouldn't listen. Then she
went to
Eddie's
mother and begged her. But Eddie's mother(Pause. She looks straight at Eddie.)
Eddie's mother blew her
brains out. Didn't she Eddie? Blew her brains nght out.
The
OLD MAN. ( Standing. He moves from the jJtatfo-m,, onto the
stage, between Eddie and May.) Now,. wait a second! Wait a
second. Just a goddamn second here. This story doesn't hold

water.
r. ( To Eddie
who stays seatedd.) You You're
not
gonna
t onna' let her off
ff
the hook with that one are ya'? That's the dumbest version I
ever heard in my whole life. She never blew her brains out.
Nobody ever told me that. Where the hell did that come from?
( To Eddie who remains seated.) Stand up! Get on yer feet_now goddamn it! I wanna' hear the male side a' this thing. You gotta'
represent me now.
w. Speak on my behalf. Theres no one to speak
for me now! Stand up! (Eddie stands slowly. Stares at
Now tell her. Tell her the way it happened. We've got
act.
Don't
forget that.
EDDIE. ( Calmly, to Old Man It was you shotgun. Same one
used to duck hunt with. Browning. She never fired a gun
before m her life. That was her first time.
THE OLD MAN. Nobody told me any a that. I was left com.
. letely in the dark: ':)
.
DIE. You were gone.
THE OLD
. ome o
ve found me! Somebody
\
ould've hunted me down. I wasn't that impossible to find.
DDIE. You were gone.
THE OLD MAN. That's right, I was gone! I was gone. You're
right. But I wasn't disconnected. There was nothing cut off in
me. Everything went on just the same as though I'd never left.
Nothing changed. ( To May.) But your mother-your mother
-..lJ
wouldn't give it up, would she. ( The Old Man moves·toward May ~ ri
and speaks directly. to her. Mav keeps her eves fixed on Eddie who very
slowly turns toward her in the course of The Old.Man speech Dnce their
eyes meet they never leave.each others gaze. To May.) She drew me to
her. She went out of her way to draw me in. She was a force. I
told her I'd never come across for her. I told her that right from
the very start. But she opened up to me. She wouldn't listen.
a r tHow
t ocould
me
I turn her
She kept opening up h e r h e me.
down when she loved me like that? How could I turn away from
her? We were completely whole. Eddie and May just stand there
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Appendix C

My Drive Through the Desert
12/17-12/19/99
Rob and I left for the Mohave Valley and drove through the desert to go to his "river
house" .in Arizona. It was a perfect opportunit y for me to be able to -see the heart of the
Mohave Desert and the heart of Fool for Love. I'm not a southern California girl, nor am
I a big lover of the desert, but this time I made suremy eyes were wide open.
The sky was so brjght blue it was almost yellow. Not a single cloud existed. We drove
out to the valley at the hottest part of the day and were driving right through the desert as
the sun was seting.
There is nothing quite so
remarkable as that. The bright oranges and
pinks and purples and goIds were just incredible. The sun was going down slowly over
the mountains. as we approached them.
II was shocked to discoverthat right in the desert was a town little
- population less than
50. It was right over railroad tracks. The funny thing was, there was a post office and a
closed motel and that was it! There were also other re_all y interesting properties that the
Mohave Desert has that I never realized. I mean yes, I don't think of every desert as the
Sahara ever since
two summers ago
when I went to
my very first desert, Joshua Tree
(part of the Mohave), with nothing around butsand dunes and came1s. But I hadno idea
that there were salt flats being mined and a small volcano that had turned the area around
it to -black ash hundreds of years ago when it last erupted. And the houses, there were so
many .little trailers and little box houses that were spaced out unevenly along the
landscape. Most of these lookedas if they hadn't been
inhabited for years. There
were
these long dirt roads leading out to the horizon off the main route. At the end were _grou_ps
of mailboxes of 20 or more. The funny thing was you could only see maybe one or two
homes. The rest were invisible to the eye There was also a deserted mineshaft at the top
of a little hill by the route thatlooked like gallows. Rob told me-that somebody hung a
dummy up there once and that caused the biggest commotion he had ever seen in the
desert. About three cars were parked by the side of the road as people went to investigate.
Then there are the mountains. You drive .and dt=i¥e and drive and it takes you
2 hours to
get even closeto them when two hours ago it looked as if in 10 minutes you'd be able to
get out and touch them. I have never experienced that before. That's a little lie. I have
driven through the Mohave Desert before, twice; when -going to-Vegas. But I never reaHy
noticed or cared what I was experiencing I just wanted to get through it to Vegas so I
could have a good time. Also, one ofthese times was in pitch blackness the whole drive.
On the way back I really started to notice something that I was only intuiting on the way
out-to the river house. A lot of these little houses were shades of carnation pink. I thought
that was a little odd since I always perceived desert
colors to be shades of browns,
yellows and oranges. Where did this pink come from? But it was a light, a reflection of
light that existed and made those ugly pink homes -fit into their environment-somehow.

_)

There was one aspect of the desert that I wasn't quiteprepared for. The aftemoon that we
left the river Ihappened to be especially hungry and
dehydrated ..So I drank a lotofwater

before we left and while-we were traveling back. Well, Rob didn't remind me at a certain
point that I wouldn't be able to find a place to go to the bathroomfor about two hours so I
should go now if I had to at all. Well needless to say about halfway thro1:1gh the desert I
had to pee really badly, to the point where it was painful. Well, I started getting really
bitchy and couldn't concentrate on anythingbut having to pee. So, we stop at this hotel
that I wanted to take pictures of and it was closed. Theonly thing across the street was a
post office and I found out it's a federal offence to let me go to the bathroom there which
pisse_d. me off more. -So we·went out back of the hotel, but I guess -the people who own it
live there because we saw them watching us. I gave up and left. Plus I didn't want to pee
all down my leg and I'm not very good at squatting.. .
Finally we came to
a bar/restaurant about 30 minutes down the route and J pushed the
do_o r open and there was a woman behind the counter and a man on the far left sitting at
dirt and had long scraggly hair.
The man had a long white
the counter. Both werecovered
tangled beard. The decor was exactly what you -would ·expect:--dark -brown woods with
barrels used as..furniture dressings as well as cowbQy equipment (spurs, saddles, etc.).
They looked at me and pointed to the right and said, "It's that way." The funny thing
about the restaurant and the bathroom
clean, just a little
was
dusty.that
And theit was
women's room had a mahogany table w/ Queen Anne legs and lots of fake flower
arrangements. It was very girly. When I came out, I thanked them for theit kindness and
they said that I looked pretty desperate. Now to be honest, I have to admit, I wonder who
did look more sad, them
me?
Overall it wasdefinitely a worthwhile journey and now that the package with all my film
has come back, I can rest easy that they>ll be of some use.

About General Auditions and Callbacks
1/18 1/22/00
This process I think was the most exciting that I had ever participated in. Going into it, I
was extremely nervous about selecting a cast and whether I could get the people I needed,
much had already decided that
since I wasn't on the top of the ..mt of priorities. I pretty
Shaun Kevlin would have to be "Eddie" since his general audition last-semester. He was
the only one that struck me to be passionate and connected to his monologue so much so
he
that he sucked me into his world Well, Shaun's general this semester was the same;
spoke about playing tennis and lhungonhis every word. I knew I'd have to have him for
'c_addie."
Now ''May" on the other hand, I hadn't thought of anyone in the department that struck
me. There are lots of strong women who can also be emotional. The hard part was going
to be to find someone who could change
emotional
her
nature on a dime.
Brian Pollack.had come to me about this play last semester. I think mainly it was because
he .wanted to work with me again, since he mentioned it before he had even read the
script, Well, when he did read it, he was energetic andpassionate about it. But what I
found to be interesting is that he saw himself as ''Martin" and not as the "Old Man." So I
nonchalantly asked him what he thought of the "Old Man." He said that it was a great
role and harder than shit. But he really loved his monologues and it would be really fun to
play.
When it came to ''Martin" I knew that there would be a lot of men in the department
capable of this role. But what I really knew that I needed to look for was someone who,
as an actor, would add to the safety of the group. Withthis emotional text, I didn't want
someone who would hinder the rehearsal process. Now, out of nowhere I talked to
Wendy Dann about using Andy Newlin_possibly and immediately she thought it would
be perfect. Not only is Andy a hard worker with lots of creative energy, but he always
seems to be trying to put two and two together. I mean that he seems like instead of two
and two make four and four and two make six, etc., he seems like he's always existing in
the_present-moment and not necessarily retaining information as a character (not as an
actor). This is exactly what "Martin" does. _He doesn't want to comprehend that ''May"
and "Eddie" are brother and sister.
He asks repeatedly about this and I see him stunned
by the fact, not offended by it, because his text doesn't remain offended-sounding. But
there was something resisting my wanting to cast Andy and I didn't initially know why.
by Gabby Bernstein's
Well, out of generals, I found that I was absolutely stunned
audition. She was sexy and emotionally connected in a way that no one else seemed to
be. She really seemed to be drudging up her own personal emotional baggage and used it
to her best potential. In fact, after she went, Wendy turned to me, hit me on the arm and
said, "Judy, she's sexy!" She also knew immediately that Gabby
was a perfect "May." In
my heart, I knew as well. Just as Gabby was entering the space, I had decided that ifl
didn't take the tea bag out of my tea, it would be ice cold before I had a chance to drink
it. So, as she was delivering her monologue, I held my mug between my legs and started

wringing the tea bag out. s t o p
half
p eway
d
and didn't realize Until W eml_y.had hit me
that I had stopped in the middle of what I was
doing because I was captivated by -her.
Well, because of all of this, I never wrote anything down for her and I almost twice
missed putting her name on my callback sheet because of it!
Gabbywasn't the only
though. Originally I had a possibility of about 30 ''May's."
Wendy and I sat-down and together we helped each-other narrow down our callbacklists.
Thank God for Wendy, because without her I would have called back all 30 and I was
just trying to be nice. I ended up with alist of 11 women,.much more.manageable.
for the "Old Man," 7 for '.1kldie,"
The men were harder to list. I Of!W had 4 possibilities
I knew that in my heart that except for "Martin'' I had already cast the
and 8 for "Martin."
show in my head, since I know these actors, and that I was just giving others an
opportunity to prove me wrong. No one did.
Saturday I did all monologues f o r e v e r y c"Martin"
h a r abecause
c t e rhe b
doesn't
u t have
any. I wanted to narrow down my choices to 2 "Old Man," 3 ''May" and 1 "Eddie." The
problem was thataltho_µgh the alternates to Brian., Gabby and Shaun were all quite
emotionally connected they just didn't have the extra willingness to grab at their own
baggage and shake it at aninstant. They were all a little mo.planned. It became clear
though at one of the last scenes I did before I started looking at ''Martin" that this would
be my cast. We did the last scene where "May" finishes her long story about how she and
"Eddie" met and the two start walking together as the "Old Man" tries to break them
apart. They were all
joking when they s t a
crying
rt
when
ethey
dwere
, done with the scene
and hugging/checking
on each otheras·they left. It was incredible. I had chills and so did
Michele. I knew at that instant I had my cast and needed them all together to make this
thing work out.
Now came "Martin."
Andy had the chemistry with the other
actors and so did . -fuoo
Hustis. Julien Schwab,. who I had originally had as my #3 "Eddie_/' was a talented actor
and funny, but not "Martin," because he always knew how to put the pieces together.
Also, he was so strong in stature that I don't believe that he would be afraid of Shaun
after he had knocked Shaun on his ass. Andyand Jono wa:e, although taller than Shaun
arethinner and so I could believe that even though initially they may knock Shaun on his
"ass they could instantly become intimidated by his mind games. Andy was definitely the
strpnger actor, but there was something about Jono that I couldn't lay my finger on that I
liked.
Finally in the casting meeting I figured it out. Jono had the look that I had always
me, I switchedmy
pictur.ed-- for 'Martin'' and·A ndy-di-d not. So, since I can't let that rule
on the fence to a definite Andy .choice. After a slight battle for Gabby, I had my first
finalized!
choices and my cast was

·.

I have never had such an experience as this. I found myself giving them adjustments in
completely active verbs and them receiving and working with those incredibly well. If it

wasn't an active verb, I didn't use it! That was really the moment that I realized that you
really have to--<h=rthat with this play,
or else
it just willNOT work!
At the end of the callbacks? Shaun came up to tell me that he had a lot of fun doing this
and-was now completely exhausted. Gabby and Liz Bennett said that this had been an
incredible callback experience and that no matter whathappened they had been glad to be
a part of it.I felt the exact same way.
I feel like I really learned something having to
finally direct scenes in this play that I had never touched before with actors and that I'm
not an inept at dealing with actors as I had been feeling before this point.
This cast since time has
been non-stop wanting to.wo.k on memorizing lines
ALREADY and wanting to know about their characters and also the design elements.
They are excited as I am with elates me with so much joy I can barely contain it. Now
I definitely want to write my 80 or more page paper!

as

My Trying to Get Horse Experience for Shaun
As of 2/3/00
Shaun came up to me last Friday and asked about some character work since he has the
time and is so excited to get ·s tarted on this play. -We talked about an accent and I said that
it is so slight, it is more like "hick'' to me as opposed to a drawl since we're not in the
Deep South. Rob doesn't have an accent, and
he's from that area.
Then Shaun asked about working with horsesand cattle. He has no experience except
going to fairs and wants to get some hands on experience. He really needs to have the
walk "as if he never is off a horse." Also, he needs to leam how to lasso.

I was thrilled and told him I'd try to help set him up with something. I spoke to Marysue
Hartz-Holtz and asked if she knew of anyone in this area. She didn't but suggested the
Cpoperative Extension.
called
I and left a voicemail message for a woman namedBobby.
Then Heidisuggested I speak to-VanessaKa-lette, since she has horses. And Heidi also
said I should contact Marlis Amato who runs Empire Egyptians, a large horse farm just
up the road on OranDelphi.
Well, Vanessa back to me first (yesterday morning) and said she'd love to help.But
she was nervous about liability, so he's have to sign (and his have his parents sign) a
waiver,just because horses are unpredictable. Her roommate has a Western saddle and
V <;1.nessa will teach him how to saddle ·and ride. I'm assuming from how she spoke, it
Saturday and that's it. I saw Shaun yesterday afternoon and
would be a few hours on a
told him to leave a note on Vanessa's desk so they could schedule a time and talk about
details. He'ss very excited and has no problem s_igning a waiver.

Y e.sterday evening,. Marlis got back - t o m
saidethat
ashe'dlove
nd
to help as well She
did not mention a waiver. Her farm has 27 horses and an indoor arena that would be
better for Shaun to ride in due to the snow and cold. Her two helpers (both men I think
she said would be more than happy to teach him also about stable care and
feeding/cleanitJ&-UP after horses. Plus, she said that a friend of hers in Rome may know
how to lasso, so she's going to call him and let Shaun know when they make contact.
She'd be happy to.spend as much time with him as he may need or want. Marlis was very
excited since this is atotally new experience for her and would really break up their
workday nicely to teach someoneabout what they all love to do. She said that they
work
about 10 to 12 hours a day and that he'd be more than welcome to spend whatever time
he could there ..She really got me interested and excited about this whole experience
Bobby contacted methis morning and was not as helpful or supportive.
She-4eal-s-mostly
with large-scale dairy farmers and they really would not to be bothered by a kid who
would want to,be taught and only be there for a few hours. As for lassoing she didn't
have much help on that either, but did suggestthat I check on.the web for traveling
rodeos and maybe one would be scheduled to come here,--J£.-so, maybe I could get in
touch.with them and ask if they wouldn't mind teachinghim. Her comrnent was "Well
how_hard can it be? You put a slide knot in a rope and practice a lot." Oh well.

Rehearsal Journal
3/8/00 (#2)
This was a spectacular rehearsal. It definitely made up for lack of enthusiasm at the first.
It just goes to prove that this is a play that you need to activate. We blocked the pre-show
to scene 3, then were able to run it twice, plus have time at the end for a discussion about
accents. We decided that it would be best to start with something a little more extreme
and then tone it down since then at least they would all be on the same page with their
speech patterns. I mentioned that this is also significant for the family since family
members have a tendency to sound alike.
The tableaux themselves really seem to work from both angles (both seating unit areas).
This actually surprised me a little bit. I really felt that maybe somebody would be getting
gypped. What I think is going to happen, it that the side audience (by the doors) will
experience the show more through the world of the Old Man. And the other side (by the
run room) will be in observation of the Old Man.
Overall here's what I already see us needing to work on: Old Man's specific
movements/gestures (Brian and I decided we should go to lunch sometime this upcoming
week). The pacing is monotone right now, but that's because we aren't even touching on
intention yet (even though they and I are all anxious to start). The circular blocking
patterns are a little odd for them right now, but it's a convention that will hopefully make
more sense when I start discussing how it's a lover's dance. Gabby looks particularly
awkward with the lying out of the dress on the bed bit. I think once we start discussing
intention/motivation this will be cleared up as well. Also, the kiss is something that seems
to be a bit awkward for them to get to right now. This just means that we're really going
to have to earn that kiss!
With all of this and the fact that the whole rehearsal was fun-filled and intellectually
stimulating as well, this was truly a great way to start off this whole process.

Rehearsal Journal
3/9/00 (#3)
This was another wonderful rehearsal. It was great having Andy back! He really added
life to the stage and the room in general, as always! I have to admit that it was a bit
awkward to start rehearsal with scene 4 which is her wailing/grieving after Eddie leaves,
and she thinks it's for good. But I kept reminding them that it was for blocking purposes
only and that we would get to intention later. I suggested three spots for Gabby to move
into a tighter and tighter circle during this until she ends up curled up in fetal position on
the floor facing her father. God, it was beautiful!
We gently placed the stage combat areas but didn't work on anything in particular yet. I
don't think I'm going to specifically wait for Tony on next Thursday, if that's when he's
definitely coming, to do all the stage combat. I'll do some basic moves and then have
Tony tweak it. That way we can keep the pace up. I honestly think that with these six
weeks we'll be ready to open on opening night! What a concept!
We blocked scenes 4 to 7 and ran them twice, like yesterday, but then in addition to that
we ran the whole thing (pre-show through scene 7) and it only lasted 45 minutes! That's
spectacular since up through scene 7 is two-thirds of the play! Even though it's missing a
lot of the combat and some pauses/moments, which will eat up some time, I'm still really
pleased. I definitely think that we'll be able to keep it down to 90 minutes maximum
running time, no sweat!
Shaun and Andy had brilliance among them today as well. Shaun suggested
(remembering some inspirational statement I must have made to him at auditions) that he
starts to circle the table during the Old Man's monologue about not recognizing either of
them. That way, he would have not only been conquered by May but then his own father
broke the pact too! I loved it! I think my enthusiasm shocked him a little bit, I think he
thought I was overreacting, but I really was thrilled! I think he realized that more later
when he started doing it and I couldn't help smiling and saying "yes" quietly to myself.
Then Andy was already starting in with great ideas and questions. I had told him that I
wanted to back off when he says, "I'm really sorry I knocked you over." I thought I
wanted him to be much more passive, but Andy then said that he sees Martin, especially
here, more passive-aggressive. That all of a sudden opened up a whole new world to me.
I don't know why I wanted to keep him so one-dimensional, but I did. Andy has great
instincts, even though he can sometimes take it too far, but as Michele commented to me
just a few minutes ago, he always knows when to pull it back from over the edge.
God, what a great stinkin' cast! I hope all of our rehearsals go this well! Plus, the humor
and comic relief keeps spirits up and tensions down. They have great cast chemistry
between them and I think it'll stay like that. We all seem to enjoy being there. Plus, I
have to admit I didn't know Shaun could smile, laugh and crack this many jokes! I've
never seen him this happy. Granted, I haven't known him that long, but ...

J

Rehearsal Journal
3/10/00 (#4)

Tonight was a little sillier than our other rehearsals, but it was just as good. I think
everyone, especially Andy since he was leaving Syracuse, was all pumped up for it to be
Spring Break. We were able to block the rest of the play (scenes 8 through 11) and run it
once, then adjust and run those little areas again. I didn't run it a full time through again
since they were anxious to have a fun night and the long speeches were just that: long. It
seemed silly to hear them all over again when the blocking didn't change any.
This last third is way more stagnant physically, and so it was much more difficult to just
block it w/o thinking of intentions and motivations. That's what the last scenes are full of
and less physical activity. The action comes out of the motivation. So, Andy found this to
be the most difficult part since he is an actor that works solely out the moment. I finally
had to say, "Trust me, I know what I'm doing and this is going to be rough. We can
change it later." After they all left that night (about one hour early) I realized that since
Andy wasn't there on that first day of blocking he missed my reminder that this was the
first layer and we would touch on intention later. So, when he started talking intention, I
sarcastically said something like, "Hey, not now silly." I now realize that I didn't remind
him and he hadn't been with us much of yesterday either so this was the real first
encounter we had with this only-doing-blocking situation. I should have been much more
professional and just said, "Oh that's right, I'm sorry, since you weren't here on
Wednesday, I should have reminded you as well that we really only want to touch on the
first layer which is the action. We'll get to intentions next. Don't worry, this is not set in
stone." That was basically what I had said to the other three and forgot to mention it to
Andy too.
The other difficulty that I ran into tonight was the table and how to work around it. It's in
more of an awkward point than I had first realized. It's not in a direct diagonal with the
corner of the seating units. So the sight-lines for when Eddie sits with Martin to tell the
story to him are rough. But I don't want to change where the table is positioned yet, I
don't think. So, we had to stop and Michele helped me check out every possible sight line
in the space and we spiked the chairs so that way they'll always be like that.
What was the biggest challenge in this whole Eddie monologue positioning is that my
natural instinct is to want to see Eddie, but I don't think that serves the play. I think we
can hear the picture being painted for us by Eddie and then see it through Martin. Sam's
notes were so specific about not using any tricks and letting the language guide you
through it. I think when I work with Shaun on this, I'll have to work with hiin two
separate ways, once with seeing him and helping him to paint the picture and the second
time without watching him and helping him use his back to show his emotion. Because
Eddie is so broken, I think if his back is really active and emphasized for this part only, it
will really make a statement. Plus, the audience needs to see Martin because they are
identifying with him the whole way through this process. He is their guide and
connection. It's his facial reactions we need to see and not Eddie's. Plus then, Eddie is
right in sight of May when she comes in through the door and then we again see the

triangle (Eddie, May and Old Man). Martin is not a part of it; he is surrounded and
getting in the middle of it, but he isn't a structural unit of the triangle.
May's monologue is quite different we need to see her face and see the journey that she
has taken and where she is right now, because is much different from where we've seen
her before.
This was a challenging, but fun rehearsal. I feel good that Andy will be back on Thursday
since I think we'll be just ready for him then. Michele and I figured out the schedule and
we basically want to have worked through everything through scene 6 and the
monologues before Andy comes back. I am unsure how slow or fast it will go, but I think
we'll make it. Plus, I want us to all watch The Streets of Laredo since that effects Gabby,
Shaun and Brian the most, we'll do it before Thursday.
Overall, another great day and we'll start getting to the grit tomorrow!

Rehearsal Journal
3/11/00 (#5)

Today I wanted to have a much more relaxed atmosphere as we started to delve deeper
into the lives of these characters over our Spring Break weekend. So, we started off our
rehearsal by going to breakfast at IHOP and talking about characters. I let them ask all
the questions of me, so that way they guided the conversation and would start to feel
more in control. I definitely do not want to become a control-freak about this show just
because it's my thesis. That would be way too easy to do, especially since I have a
feeling that Gabby, Shaun and Brian would all let me get away with it. Andy on the other
hand definitely would not.
On that note, that was one thing that really surprised me today, Shaun said to me
basically, "Tell me what you want and I'll do it because you've been with this thing
longer than I have, then later you know, I'll add stuff or whatever. We'll talk about it." I
was very surprised to hear him say something like that. I thought he'd be much more like
Andy, needing to live in the moment and always immediately say when something wasn't
working. Even when Bob Moss said that he could never read Shaun and always had to
ask him, I am not experiencing that at all. Shaun's face isn't that easy to read, but it's not
that difficult either. I mean, I can tell what is and isn't working for him, mainly from his
body language. And he does pipe up when something isn't right, but he'll always try it
first. I just didn't expect him to be that cut and dry about it. I guess that means he really
trusts me and believes that I'm not going to make a fool out of him (no pun intended).
That is a big compliment.
I thought breakfast went really well, we started delving into their individual traits, the
character's past lives, what's happened that we haven't seen or don't hear much about.
For instance about when did May and Eddie realize that they were half siblings? This is
what I suggested and they all agreed that it seemed to make the most sense. Shaun wasn't
as gung-ho at first, but then after I showed him textually why I said what I said, then he
understood. This is how it goes: May's mom tells May that she doesn't want May to see
Eddie anymore. May's mom knows that she is the mistress and therefore that May's
father has another wife and kid. May says that her mom begged her not to see Eddie
anymore. One can only assume then that May and her mother argued about why she
couldn't see Eddie and that her mother told her that Eddie was her half brother. May
panicked and told Eddie right away. But they had already fallen in love, since they fell in
love at first sight, and so it was too late for them to fix it now. Eddie never told his
mother that his new girlfriend was his half sister, the result of an affair, because as Eddie
says, she never let on to him that she knew. May's mom eventually finds out that Eddie
and May are sleeping together and decides to stop it once and for all. She goes over to
Eddie's house, tells his mom who she is, and with the proof standing in front of her, she
finally had to face a reality that she didn't want to face and so shot herself in the head.
Shaun wanted to know then why was his mother so weak and May's mom was so strong.
I told him I thought they both had weaknesses, just because May's mom knew that she
was the mistress, didn't mean that she wanted to be. But she was addicted to the Old Man

and couldn't live without him. Her constantly following him was her weakness and
Eddie's mom's was her constantly ignoring what was really happening. That is why May
and Eddie are the spitting image of their mothers, as the Old Man says. Eddie doesn't see
the larger picture and is willing to live in ignorant bliss and May does and needs to
escape from it.
This is just one example of what we discussed. After all of this, Brian left for an audition
in Auburn and Shaun, Gabby, Michele and myself went back to the theatre. Gabby and I
worked through the pre-show. We listened to all the song choices and even though we
think we picked The Judds' Born to be Blue, Gabby still wants a tape of all the music just
to play and rehearse with. Plus it will help with her character development. I let her go
crazy around the space, encouraged her to feel free, released, happy, excited, nervous (but
positively so) and lots of other going on a date for the first time in fifteen years' feelings.
It was very successful. I tuned it from there and I think we're on the right track.
After this, we added Shaun in and by the end of the day we got all the way through Scene
One. I thought we would have originally gotten further, but the whole morning took up a
lot of time. Plus when we got back to the room, I showed Gabby and Shaun some of my
artwork and we stopped to talk quite a bit more about character and their pasts, like the
Countess and where does she fit in.
The scene work went well and even though when we ran it at the end of the day, it wasn't
the same as when I kept stopping them, I feel like they definitely are getting more and
more aware of what needs to happen.
Oh, we also practiced her kneeing him in the "groin" and also a few little other very mild
combat things. Gabby has a tendency to not be in control when she is performing combat
and I'm trying to help her maintain control. She lives in the moment and actually ends up
kneeing Shaun right in his kneecap. It's never very hard, but it's still not a good thing.
As for the kiss, Gabby actually did kiss him once and I could tell he wasn't expecting or
ready for it at all, so we talked about that too. Gabby said she couldn't tell and thought
that they'd have to do it eventually, so she just went for it (even with omelet breath). Sot
this is what we decided. Shaun suggested and we all agreed that we should build to the
intimacy slowly just like a real relationship and that once they get physically more
comfortable with each other, then they can kiss and they'll let each other know when that
is. Right now the moment is going to be a hug. Shaun had good instincts on this one. He
thought that if they rushed into it, the emotional value of the whole show was going to
become fake, and I see where that would be totally possible.
The other thing I found out today is that Gabby and her boyfriend Joe Mazzella are not
doing well right now and that they are probably breaking up. According to Michele the
Eddie-May situation is very similar to Gabby's own personal life with Joe right now and
so these rehearsals may be a little too tense for her since she has to go home to the same
environment. But Michele said that Gabby was talking about it with Shaun and that he
seemed very supportive and encouraging. And Michele also said that Gabby seemed very

strong and positive. I got that sense too when she said that she was going to go home and
talk to Joe and that it was probably going to end and that, "These things happen. I'll just
have to be strong and stick to my guns." Gabby said that doing this today has made her
feel strong. So, I think she'll be fine, but just wanted to make a note of it.
Well, on to hopefully Scenes 2 through 4 tomorrow and hopefully a not depressed,

stronger Gabby!

Rehearsal Journal
3/12/00 (#6)

Today was another progressive day. Initially Brian and Shaun came in very tired, too
tired to be able to just jump right into a full rehearsal day. So they asked about doing
some acting exercises that would connect them as characters. But I have to tell you, not
being a part of core and having all of that experience not under my belt has really harmed
me. And the upper level acting classes don't prepare you with exercises; they just help
you explore text with specific characters. That is valuable, but I really needed to be able
to whip something out and wasn't prepared for that. So, like a fool, I told them I was
unprepared, but I took a few seconds to go out and get my CD's from the Marketing
Office and revved myself into this mode.
When I came back, I decided we would do grid-work, but instead of working on a grid,
we'd work in circles and part-circles. Gabby showed up by that time (she wasn't late, I
just thought we would have gotten through scene 2 by then) and they all worked together.
It was somewhat successful, more for Gabby and Brian than for Shaun. I don't think he
responds well to abstract work at this point in his development. .
From there we went straight on into the scene. It took us so long to get through scenes
two and three. By 3 :25 we had finished them and Shaun had asked to change the time for
the lunch break from 5:00 to 4:00. So, I thought that we should just go ahead and take
lunch right at 3:25 and then we'd just run what we have and work scene 4. This would
give Shaun more time off, which he needs. He's really whipped from just ending Much
Ado and going straight into this.
Michele and I rescheduled the next two days to: Tues, scenes 5 and 6, Wed from 12-2:30
Eddie's monologue, from 2:30 to 5:00 May's monologue, 5:00-6:00 dinner and then 6:00
until whenever, watching Streets ofLaredo. Even though we'd be over the technically
allotted time, Brian won't have had rehearsal at all and Shaun and Gabby will only each
have had 2.5 hours. That way too, we have a limited time for the monologues because I
don't want to get in too fast too deep.
The discussions in rehearsal are just that, getting very deep. We talked a lot about what
happens at the end of the play and how does that affect the whole story. The conversation
was getting very interesting, but I eventually had to end it. We were getting too deep too
quick and even though I wanted them to have input and feel like they were allowed to get
to a deeper place with their characters, that they realize that we're not at a point where we
can have all the answers right now. I did tell them that just in the past six days having
their constant input, Andy included, has totally opened up new doors for me and changed
how I thought about the play in good and interesting ways. I also complimented them
again, saying that I had already decided that ifl couldn't cast the show, I just wasn't
going to do it. That was not a lie.

.J

I wanted to compliment them and let them talk a little out of the "second layer" because I
know that especially for Brian it's getting very frustrating for him. He sees that and we

)

spoke on one break about his frustration. I told him that I think when we start on the third
layer (the "in-between-the-lines" layer) that his character will really start to take form.
But that also on Tuesday we'll do lunch together and just talk and hash things out more.
That seemed to help him through this very difficult process, for now, a little bit.
They all brought up a great point that I had never even thought of before though. That for
scenes two and three Eddie does really take on a protagonist role because the Old Man
and May are both showing him two "pictures." Eddie has now two suggestions of how to
deal with issues (cover up/fantasize or deal with and let them inhabit your soul) and he's
left with to either choose one or the other or to not choose at all. And it turns out that he
doesn't choose more because May throws a curve ball at him (Martin) than because he
doesn't want to choose. But that is still a part of the larger picture. God, my cast is so
fucking smart!
The run of scenes 2 and 3 was a little rougher in parts that it had been when we worked
through it Gust like yesterday), but it was great for Gabby especially to have a basis to
work off from for the wailing of scene four. We went through it three times. The first was
the end of the "run" and then we sat and talked about what space Gabby will and won't
use and how she can vary it as long as she keeps it cyclical. When we did it the second
time, I stood behind Brian and started cueing him w/ things like, "Soothe her, cradle her,"
etc. That helped him a little bit more. Then we sat down and went line by line and started
dividing it up and seeing how what he says effects May and what tactics he uses when
and why. Also, I helped him find a more conversational quality in the monologue.
Just before we went to do the scene a third time Gabby started talking about having
stomach cramps. She said that these were partially because of her eating pizza which she
never does (she has food allergies) but also because of the emotional stress from her life
and the scene combined. So, honestly, I told them that I didn't expect to get too far with
this today and that after we did it one more time, then we'd be done. When we ran it
again, Brian started really playing with more of the stuff we had discussed, but Gabby
had shut down a little bit, not much though, but enough to protect herself.
After this I suggested to Brian that he get some children's stories and read the
then aloud to hear the quality of the speec an how your voice sounds like it's rocking
when you read children's literature. It turns out Brian has little, and really wants to have
no experience with children. This fatherly quality is very pertinent to both of their
characters in this scene and I think I'm going to have my sister surprise me sometime
with the girls on a weekend and then force Brian to interact with the children. Or maybe
Dianna can bring in Alex. But I honestly think that there's some dirt there that Brian
doesn't want to deal with, but he needs to be aware of the emotional fatherly connection
between the Old Man and May, his baby girl, to be able to grasp this scene. Or, maybe
Brian and I can baby-sit Alex sometime .

.
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(Rehearsal Journal
3/14/00
Today was yet another prosperous rehearsal. Even though the day started early, they were
awake and committed. Brian was tired, but when we needed him, he was there. We
worked though scenes 6 and 7. We really kept on task today and got done really early
(about 2: 15 instead of 6:00).
Shaun today expressed to me something that the entire cast was thinking but I believe
only Shaun was stressing about. He feels like he can't give everything he can to "Eddie"
right now and that he's sometimes not even connected to him. I told him (and Gabby and
Brian backed me up on this) that he shouldn't worry as much about that since we are so
early in the process. He will have plenty of time to get to know Eddie and to find out how
to get himself into the character. I told him that I felt really good about where they are
right now and that as far as I'm concerned we're way ahead of where I ever expected to
be with this play and these characters. I told them all how proud I am of them already and
t h a Italways end my rehearsal notes from that day with a positive thought.

_
.

Shaun
also commented that once he is_more familiar
with the text that
he'll be able to
connect himself emotionally better. He feels more physically connected everyday, but he
, wants to et book ASAP o that his physical development will match his emotional
development. I told him that I could understand that if they are disjointed it might throw
him, but that he really should not concern himself with this method because he will
develop emotionally as well.
This whole conversation stemmed out of a little discussion we had after they did the
"Battle" in scene six (their audition monologues). Shaun really wanted to give everything
to that and was frustrated that he couldn't. I asked him if he felt disjointed possibly
because he was circling the table so slowly and then felt that he had to connect with his
father on the Old Man's last line and that maybe that halted his propelling into his
monologue directed at May. I told him after the long discussion mentioned above, that
what if he tried circling the table so fast and let the physicality build his frustration up
and that by the time he gets to his speech, he'll want to just let it all explode out onto
May. He said he'd try it when we ran it.
Well, he certainly did. We ran the beginning through scene six and when they got to that
section, Shaun kept circling the table so fast and determinedly that by the time he got to
screaming at May, that's exactly what he did. He verbally attacked her, which then
propelled May to cry and get to a place that Gabby had never been before either! It was
so incredible that even Michele and I were in tears! Afterwards Shaun said that the
physicality really helped him at least get a jump-start into it that he hadn't ever felt
before. Yeah!
The rest of the run was at some points good (for where we are) and really a little sluggish
at others. Most was due to missed lines and not wanting to look at their scripts, but being
unsure if Michele was on book or not. There was some missed blocking as well, but not

much. Both Shaun and Gabby decided they would use the rest of the scheduled rehearsal
time to start memorizing lines.
I really am proud of them; I'm not just saying that. I'm also looking forward to tomorrow
since we'll be working those tough monologues individually, then watching Streets of
Laredo. It should be lots of fun!

...__.,,_...

.

Rehearsal Journal
3/15/00 (#8)
This was a totally different style of rehearsal than we have had yet and I'm glad that we
used this style for rehearsal. I worked for two hours w/ Shaun on his long monologue and
worked for two hours w/ Gabby on hers. I used the same tactics for both. We sat at the
table on stage and read it once. Talked about taking time and not rushing. I knew that
they felt the pressure of having this long monologue in front of them and I didn't want
them to rush the details. They agreed with this totally.
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Then I had them move to t h e r otold
the rocking chair to help them do this. We did that, then I added another step. I would hjt
the floor twi_sj)etween every period. But with Gabby I also hit the floor once on each.
comma. I wish now that I had done that with Shaun too. I just didn't think about it until I
goftociabby. That really helped their pace and made them realize why Sam put the
punctuation where he
did did.

punctuation

Then I did the pencil trick- had them stick a pencil horizontally in their mouths and then
speak around it. They did the whole thing once through with the pencils and then
immediately once through without. Right away, they noticed where the consonants and
the pacethe
would speed up and get more intense where there were
vowels were and how
more consonants and less intense where there were more vowels.
e also spoke about how Eddie and Old Man speak to paint a picture with their long
speeches and May paints the picture with her heart, and leads us on an emotional journey.
The Old Man only differs from this, when he gets to the end of the cow monologue to
May, because he needs to speak to her on her terms because using his terms isn't calming
her down at all.

My advice to both was this: to look carefully for the places where the language slows
(

down and speeds up and why, and for Shaun to take out children's books (for midelementary aged kids) and use those to help guide him through the story telling process
since those books really paint pictures with words.
Gabby, Michele and I all got "campy" as Gabby put it. We shared stories about men
(Klaus and I, Gabby and Joe and Michele inserted her two sense). But also Gabby told us
a big "secret" that she promised us would not affect anything. That Eileen, the ASM is
her "Countess!" That Joe had an affair with Eileen while Gabby and Joe were on again,
off again. I'm sure she's telling the truth on this.
Now we're off to watch a movie and have some fun. Hopefully Brian is back from Jersey
by now!

and

Rehearsal Journal
3/16/00 (#9)
Today we jump-started right into t h e f i g h t since
c hTony
ore
wasosog
kind
ra
top
show
hy since
up even when his son was in town. In fact, we began a few minutes early just to help him.
Tony was so great with teaching and asking me what I wanted from them and why and
then helping the actors through me. Initially, I think he wanted to direct them himself
Then I kept stepping in to tell him that we weren't to that level yet, that we were doing
basic blocking with initial "face value" intentions, and that it helps them to get more into
it when they've run the whole thing since this show is more relentless. Tony finally got
the hint.
The moves were great that he added and he brought a few new ideas to light that I had
never thoughtof Such as, what if Eddie'sback is to the audience for the balls-kick. That
way it's even more realistic and then we see his reaction more, plus, we'll see his whole
body soften and that's when Eddie's most vulnerable for May to kick.
For the next big scene which was when the countess comes, Tony really put some things
in a new light for me. For instance, he asked me, "What does she want when she yells,
'Eddie!'?" I then realized I had never thought about that before. Is it because she wants
him to get the hell out of the way, or is it because she's getting tackled? Well, I want it to
be because he's grabbed her and isn't letting her get to the countess. That was so great!

I never once fel_t that Tony over-stepped his boundaries. He totally treated me like he
would treat Bob or anyone else. He asked me questions that even though I know he was
asking me as an advisor, he treated it like he was askin me as a stage-choreo ra her.
That was great! All the things he worked on gave us enough for now. e might need to
add stuff in later just to fill it even more though. But we'll see once the pace starts to pick
up.

It was great having Andy back today. He always brings in such a wonderful energy. And
I could tell that him having a break made him that much more willing to be in this
rehearsal space. He initially was the only one who wasn't as thrilled as everyone else to
be working on this show. Now, he seems to be more into it.
I told him that he does keep me on my toes though_and I think he took the compliment.
Andy's brain really does work so much more differently than mine does and we both
know that. So we're constantly trying to find ways to communicate with each other that
will help the other person. For instance, after Andy had just tried some stuff that was
totally out of what I had directed him to do, and I had made a point to let him know that
even though I liked his experimentation, I would like it if he didn't ignore my direction
either. By the end of the rehearsal day, he started saying things like, "Well, what if. .. Nah,
I'll just try it." Then I would say, "Go ahead." This would at least warn me that he was
trying something new. And since he's so bad at putting what he's doing into words, I at
least had a warning signal even if he couldn't ask me ahead of time because he wouldn't
know how to describe it. That was a great connection to make!

So, overall, we worked scenes 7 through 9 in addition to going over the May/Eddie fight
choreography and adding in the dialogue. Shaun found some new stuff and reverted to
some old habits with his monologue. But after a long discussion, we decided that he
needs to get familiar with the text first and then experiment in holding Martin's attention
later. Because otherwise, he'll get too distracted and forget about what he's actually
saymg.
The fight choreography went fairly well when we did it with the dialogue. Gabby still
feels somewhat uncomfortable and Shaun told her to go ahead and just go all out and
he'll be able to handle it. He noticed that she was holding back and as he pointed out, it's
to cause more injuries in the end.
That
being reserved and overly cautious tha that's going
as a very goo thmg. ab y was still a little cautious though. Theother thing Shaun
said was that their fight when he's on top of heron the floor, is awkward, because she
wouldn't be able to get up at a l l a n
wouldn't
d h really
e
need to struggle with her because
she's
so strong.
so
(hlbby suggested then that the countess should be more of a distraction to
him and that's actually where his focus should be and less on her. I agreed to that and
said that's where 1 wanted to get it to eventually, but for right now, I want them to
concentrate more on each other and the fight than anything else. Plus with them not really
having the lines down, it's going about three times slower than I think it will actually
take. Shaun accepted this and said (as Michele pointed out later, a compliment) that h e
"trusts me" and that he believes that it'll probably happen like that. I told him, eventually
I want to worry less aboutthe lines right there and more about the chaos factor. This
could and will overlap each other and then it's the silence that's the tumin point.Then °'{)
a l s o t at's
snot
a
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in or something."
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The other quick mention that I want to make about today's rehearsal is that I love how
Shaun and Andy work together. You can tell that they know each other well (more well
than Michele or I thought) because they don't need to finish sentences with each other.
That really cut down on the time we needed to spend on their scenes together. Also, it
means that they fully trust each other. Which I feel is most important, and I (and Michele)
feel like we're all starting to get like that. This makes me very happy.

Rehearsal Journal
3/17/00 (#10)

I feel that today was the start of a new chapter in this process. We went through scenes
ten and eleven twice to experiment with those scenes. I feel like especially in these last
two scenes we have so many options to choose from that I wanted to really work through
them twice. I asked if they wanted to run it solidify it, but they all answered with a
resounding "No" on that one. I think it was too emotionally exhausti.n_g for them.
After we got back from an early 1unch"break, I letthemtell mewhattheywantedtoiouch
base on before we did a run. Most of the concern was with lines.- S_o, I let them do what
they wanted without my interfering.
Bob was the only one who came for the run-through. Malcolm was obviously not going
to make it due to his daughter's death, Tony's son was still in town and Dave Bowman's
wife was having a baby.
was observing to help me
I reminded the cast that thiswas solely a rehearsal that Bob
with some direction and advising on my process as the director and was not judging
anyone, especially them. With that in mind, we went ahead.
(see
p
attached):
ect
I need
ed
to get to that deeper layer that we
My notes were just as.I e x
haven't to1i1ched on yet Bob basically
said the same thing to me. The only thmg that he
mentioned that was in .addition to all of this was the _space. He thought that the bed should
/ by closer to the
nee to make the sex more i . · immediate.
It was a potent prop that he
thought I wasn't usingto its full
potential. Theother areathat he didn't understand was
the small
table and whose it was. He thought that should be May's area and make it into a
makeup table OLsomething that she could then use to taunt him with. I'm seriously
\
thinking about switchin the bed and the table but not about c
· · ..to a dressing
t That doesn't
work for me. He's
e right about my not using_the bed enough I'm going
to experiment
with it and if I like it then, I'll
mention it to Laura, but not until then
There's no .sense in upsetting her for no reason. I need to go back and look at rny notes as
to why we didn't put it there to begin with. Maybe there is no reason, or maybe there's a
very good one.
Anyway, after my notes session with Bob_, the cast all had ''eyes like a funeral,"
especially Shaun. I asked him gently if everything was ok, and he lied and said he was
fine just tired. So, somehow I have to get into his head and find out what's wrong _so I
can solve it. Before Gabby left I made her come over to the table and get her tape, then I
pulled her ·into the closet and .quietly asked her to not mention anything about Shaun's
dr_inking to him, to keep this conversation quiet and that I'd explain to her later. She took
the hint and qµickly left.
Michele and I discussed Shaun and··his relationship with Gabby for quite a while. I think
that ifl force him to hang out with Gabby, Michele and myself,t hat he'll become more
comfortable with us. I think he's hesitant toward Being physical with Gabby for more

than what he said -ear1ier this week. I think there's more to it and I need to getinto his
head to figure itout and help him solve it. Also, hopefully I'll be able to slip some
information in about my constant awareness of my heredity toward alcoholism due to 111y
dad. Shaun is really mentioning how he wishes he wasn't drinking so much any more.
He'ss very, almost sly about how he reveals things about himself and how he feels about
things. If you're not really listening, you'll miss it. But he's mentione-d this quite a few
times now and Iknow its something that's been bothering him. That's why I definitely
wanted to let Gabby know to not say anything about it, so that he wouldn't have any
just have to wait and see what else I can do.
"ammunition"to hold against her. I'll
So, here goes nothing ...

Phone Conversation w/ Gabby
3/17/00
I called Gabby up tonight to explain to her why I pulled her aside after rehearsal to
mention to her not to say anything to Shaun about his drinking. I started the conversation
off by asking her how she felt her and Shaun were relating to each other and if anything
seemed lacking to her. She immediately agreed and told me that she thought Shaun's
excuses for not wanting to kiss her on stage weren't valid. She could feel him being
reluctant to get near her and she didn't know why.
Gabby also expressed her disappointment in not being invited or included in things that
happened after rehearsals. It seemed to her she was getting excluded from the "boys
club" that was forming and that Shaun was actually at the head of this. Gabby quickly
added that she knew Shaun wasn't doing this intentionally, but even still, it hurt her
feelings, especially because she thought it was most important for them to form a
relationship with each other so they would feel comfortable together.
So, I told her of Michele and my conversation about spending the next couple of days
getting comfortable with each other. Gabby was ectatic about this. She thought it was a
great idea.
We also discussed the fact that this is not meant to degrade Shaun or to go behind his
back, but that we are trying to approach him by playing by his rules and see where it gets
us. She agreed and thought that this is a great idea and that this process will hopefully
open up new doors for him that he seems ready (by things he's said and done) to open up.
Gabby promised me that she wouldn't breathe a word of this to him and just say that she
got a message on her machine like he did. She was also helpful in formulating with me
what I should say. So, we came up with that we were going to meet in the rehearsal room,
but like brunch at the top of the Spring Break rehearsals, we were going out to lunch to
"relax our way into the next layer." What a smart team we make!
A side note: this method seems to work best for Gabby because she loves being open and
honest about everything and it's really getting her and I connected as well.

Rehearsal Journal
3/18/00 (#11)
Today was a great day! It was so nice to get out of the rehearsal _space and to do
something fun. We decided against going to the Dinosaur because Shaun was too hung
over to eat steak and that's
s what hewould want. Plus the St. Patty's s Day Parade was
going on dpwntown. Instead they decided on Kahunaville. We played video games, ate
lunch and_played more video _games.

It really was wonderful. Shaun started to relax with us. And every once in a while I
reminded Gabby to go over and be with him while Michele and I went off somewhere
else. We all played it really cool and I don't think Shaun suspected much. I think he
re.ally thought at first that I just wanted to "relax into it" as I told him on his answering
machine last night.
So, towards the middle of lunch, Shaun asked me, "So Jude, what are we doing?" Notice
how now after only a couple of hours I'm "Jude." I was only Judy before. Now, I deserve
a nickname i n h
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him, "This is what we're doing." He was happy with that. He said how stressed he had
been getting about all this work and that this was a great idea. But I think a few minutes
later, he started to think that there was something more to what met the eye, but I don't
think he knew..,.exactly what
The .conversations we -had were great. We all talked about personal -stuff -our families,
our pasts, our goals, and our loves, things like that. It was exactly what I wanted. I feel
like Shaun really
started to open up and t1 ust all of us. Afte1 lunch when we went back to
use up the
of my arcade tokens, Shaun and I raced each other on ''Rush." It was so
much fun. I kicked his ass all over the_place on the first -race then he beat me on the
second one. We gave each other shit and swore at each other during the game. A real
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play I thought he'd be really
looked really cool... I said that I wanted to watch him
good at it. He disagreed, but I insisted. Basically, I wanted to tell him that I had
confidence in him.

rest

After Kahunaville, we decided that we'd
:go bowling. Gabby wanted to stop at Valvoline
and see Rob since I had talked so much about him. So, we did that first. At the bowling
alley, we .played a game and us girls had more fun than Shaun did. I was worried that he
was shutting us off, but I do think that his food started to digest (he ate a lot) and that he
was getting really tired especially since he'd gotten about tlnee hours of sleep. So, all of
use became Shaun's cheering section and he smiled quite a bit, even though it was a tired
smile.. Then, we decided that was it and we I dropped them off at Gabby's car and
she brought them home. When they were getting out of the truck, Shaun told me thanks,
maybe more than I knew. Oh, Shaun, you
he had a good timeand he really needed this,
and
forfor him to-find out!.
are more predictable-than you think. But that's for me to knowand

So, what to do with tomorrow. with one tired Brian, an Andy that I have barely used and
made him end his break early and a Shaun and Gabby who still need to spend time
together. Well,.as.Shaun said, "I'm sure you'll figure something out-Jude."
was t
calling
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e
all "Hon"
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asy
well,as aS h a u n
Oh, before I foget, by thee n d o f
host of nicknames off of our own. It's making me happy. I think today was·a good idea!

.J

Rehearsal Journal
3/19/00 (#12)
So, today after some phone calls to Michele we both thought it would be best to do
another "fun" thing. So I wanted to come to my house and then walk down to the Ozark
for a little country living. But, when I got to the theatre-to meet them there, tension and
stress was high. l guess mainly becausebreak was-ending and they hadn't done
everything that they needed to do. Also, Brian had just gotten back from NYC and his
eight callbacks for Strawhats, so he was a big ball of tension.
But as I pointed out, Itechnically had them fo1 eight hom s that day,. and instead ·of
meeting at 12 we met at 3:30. Plus, they could leave whenever they wanted to. lwas
stressed the whole ride to my house because of their tension and no one but Michele
wanted to ride with me, which meant that they wanted to all bitch behind my back. I
played it cool, but with Michele I was tense as hell. knew this could flop easily. We
stopped to get gas onthe way and the fact that they were
throwing popcorn at each.other·
and at me, made me feel a bit better. At least they were getting their tensions out
physically and non-destructively.
By_the time we got to
my house, they werenmch more relaxed. They played with Sammy
and Toby. p-'abby tried to get Nalle out from under the bed. They loved the house and
after we shot the .shit a little we walked up to the Ozark. We ordered some food beer and
just relaxed in the atmosphere. Shaun and Andy got Gabby a few times and we all had a
good time. Brian was in and out a bit, but
I could see he was at least sta1 ting to relax a
little. After we ate and drank a little, it started getting dark so they all walked back to
Gabby's car and drove back.
I think. itwas. fairly successful,
but I'mnot really-sure.how. successful
Michele tomorrow and see what the car ride home was like.
Now, what to do for this upcoming week ...

was.. I'll talk to .

Meeting w/ Shaun
3/20/00

Shaun stopped into the Marketing Office today and asked to speak with me. Actually, it
was rather cute. I saw him walk by, so I smiled and he pretended not to notice me. But,
then I didn't hear him go through the door into the next hallway, so I know he was
debating whether to come and speak to me or not. Then after about 20 seconds, he poked
his head in and asked ifl had a few minutes. I automatically answered that I always had a
few minutes for my actors, designers, SM or whoever.
So, a bit relieved even then, he sat down and started telling me that he feels like he has
this ball of tension clinging to his neck and he doesn't know what to do with it. He also
said he was nervous about the part because he had never played such a heavy role before.
He had gone from two small roles to this huge character and was feeling intimidated.

since

Basically, the conversation boiled down to this. He wants to do more table work
that's how he works and right now he doesn't feel he's ready to playEddie at all. He's
nervous that he's connecting with Eddie too much and that ifhe thinks he is Eddie, then
when he goes to be sexual with May, then he'll be cheating on his girlfriend, Ste hanie.
He now thinks he's ready for the next eve, ut he needs to 1sconnect
y from May
as well as himself from Eddie so he can get to that physical relationship on stage. And he
didn't know what his boundaries were with me; could he talk and disagree with me or
not. This he was unclear of

Now, I told him I wanted him to talk with me and communicate with me as much as
possible. I also said that I'm trying to discover how to help him since we don't really
know how we work, and the more he can tell me (like he did today) the better it will be.
He masks his emotions on his face and doesn't want me to read him, so that makes it hard
for me to tell what he needs as an actor. I also let him know that just because I have a
thought on an issue with this play, that this is collaborative and if he doesn't state his
opinions, the play will suffer for it. I need them to talk to me, because they exist more in
the world of the character than I do and that's extremely valuable to me.
This really is a simplified version, but he doesn't really say what he means a lot,
especially when it comes to women and relationships, so some of this is inferred out of
his responses to my questions, etc.
One other important note. We did openly discussed that he seems more comfortable to
work in the company of men and prefers their presence more than women. That he'll be
best friends with men only and only pals with women. At first he seemed put off by this,
but I explained to him that even though I hung out with a lot of guys all my life, I feel
most comfortable revealing myself around women and that it's not a bad thing. But, the
more you are aware of yourself in this line of business the better prepared you'll be for
what you come across. He seemed to take it well.

J

Overall, this was a spectacular conversation and I think he really took it all to heart.

Rehearsal Journal
3/21/00 (#13)

Just before rehearsal I had a conversation w/ Craig MacDonald in the kitchen about
Shaun coming to see him for advice. It was definitely a tense conversation since Craig
didn't want to overstep his bounds, but at the same time, thought I needed the
information and wanted to relay it to me in a professional, professorial manner. Even
though I think it was a bit of a "power play" for personal reasons, it was a good
conversation to have and I'm glad that we had it.
Basically, he reiterated that Shaun was nervous and stressed and not getting the
information that he needed from me as a director to play this part. I explained to Craig
that Shaun and I did discuss this on Monday, and I knew that Shaun must have spoken to
Craig since he mentioned his name so many times. Shaun would say something like,
"You see, Craig might say something like ... " But he said that so much, I knew he had
spoken to Craig.
I then informed Craig that I was aware prior to this conversation and I think that Shaun
was finally able to articulate anything at all because of our bonding adventures to get him
relaxed and more comfortable with myself, Michele and his scene partner. Craig seemed
impressed by the Kahunaville/bowling day and by the day at the bar. Also, I told him that
I respected and thought the world of Shaun as well, so I think that put Craig at ease even
more. Then I told him when Shaun started the conversation I had put him at ease when I
told him I always have time for my actors, designers, SM, whoever when it comes to my
shows. They take priority over everything else. I also explained to Craig that I told Shaun
to talk openly with me. That he obviously covers himself up and tries to not give away
too much information and so that makes him difficult to read. So, the only way I can be
sure whether my direction is or is not helping him is to have him tell me that. I plainly
stated to Craig that I don't want Shaun to be intimidated by me, or anyone else for that
matter, since I'm not an intimidating person.
Even though I know I was being judged throughout this conversation about my
capabilities as a director, I know that it was a good conversation to have and will
hopefully put some tensions at ease that do, mistakenly, exist. Craig ended it all by
reiterating how he only put his nose in because he was asked to and that he normally
doesn't do that. I agreed with him that it does go against ethics, but that any advice by
anyone to myself is always welcomed.
With all of this, I really wanted to make sure that today's rehearsal was geared toward
table work. Forsome reason, jf I do table work, the actors don't want it andwhenever I
don't do it t y_practically beg for it. I don't know what to think about that. But, I
hstene to them es eciall Shaun and gave them
ir i h
discussed
.
things
a
their
actor h sicalities. For instance Shaun havin ex re ·
at he's not
aware that e uses and a large frame that he makes absolutely no use of Gabb h s lar
eyes that she never makes use of, and she needs to firmup her wrists and loosen her
fingers up.

some

But the most important part was when we started breaking down the script. We went
scene by scene and beat by beat. We talked first about each beat and what the action of
the character was and what their adjustments were. Then we went and identified the
theme, event and story (introduction, complication and resolution) of each scene We got
from pre-show through scene 3. Tomorrow, we'll hopefully get through scene 6 after the
stumble through for Dave to design lights off of
I emphasized at least three times that it was only a stumble through to show Dave where
they were standing and nothing more. They confirmed that they understood that. I' II
definitely re-iterate that tomorrow just as often before we begin.
I can tell for sure that Shaun was extremely happy that we did this today. He kept saying,
"Yeah, this is great" and stuff like that. Plus he had Jason's lasso, so he began practicing
with it. Hopefully, this is just what he/they needed!

Rehearsal Journal
3/22/00 (#14)

Boy, oh boy, oh boy was tonight an interesting experience to say the least. I had a gut
feeling that doing a run-though, even if it was for Dave, was going to toss the actors all
over the place and boy did it. Katy came and watched to not just help design the poster
off of what she saw, but also to help me out with this whole bed situation and give me
another outsider's point of view. But man did she and Dave experience the roughest,
cruelest joke of a run-through ever in existence.
Dave was fine with it, and so was Katy, but the actors. All of them were just so relieved
when it was over it was unreal. Not only had all the lines escaped them, but they just felt
so disconnected and unnatural that the show was painful. Gabby was definitely the least
affected by it. She was obviously just doing her blocking and lines and nothing else, like I
had asked. But Shaun, it screwed him up big time. He just wants to give so much to this,
that he can't disconnect it, ever. So, when nothing was right, and especially I'm sure
because Gabby wasn't giving him anything to work off of (like I asked), he just felt so
lost. Then on top of it all, the Blood Wedding cast starts warming up next door, and
making so much noise I couldn't even hear Shaun and I was only three feet away!
That was it. It went to the toilet after that. But, it was ok, I mean, for Dave it served :his
purpose. As for Shaun, I just told him to let it go and not worry about it. He kept saying
to me right afterwards, that it felt like suicide and he was trapped with no escape because
once he's there, he's there and that's it. There's no way out. I reaffirmed him and said
that we still have four and a half weeks left, and that the last thing he should be worried
about is not being able to hold it together. We have a longer rehearsal period than any
Syracuse Stage show. I told him that I have complete confidence in him and everyone
else, and that he shouldn't get himself upset. I agreed that it was scary, I'm sure, but
that's why we are here and scary isn't always a bad thing, sometimes you learn the most
when you're scared.
Well, after all of this, Dave, Michele and I had a deep conversation about the lights, and
ofof course, the bed. Dave is going to switch the color scheme a little bit, so it's a happy
heat for the pre-show, then an increasing sexual heat that gets hotter and hotter until the
end, when it starts shifting into a stark, almost naked light, as the characters reveal all. I
loved it! Dave said the most difficult parts are going to be getting light onto the Old
Man's face from underneath without creating awful shadows on the actors. He is going to
frame the Old Man like the fantasist picture that he is. The other difficult part is going to
be the triangles that he wants to show at the end, between the family, the lovers, and the
men. He doesn't want there to be a dead spot where the Old Man is going to stand when
he's confronting Eddie.
Now, about the bed: Dave brought up a great point that I had forgotten. He reminded me
in the original meetings that I had with all the designers that I had spoken about wanting
to slap the truth into the audience's face. So, ifl put the table upstage, the entire end of
the show would be powerless and the audience could easily escape from it. Plus, then the

Old Man wouldn't be forced to deal with it either. Also, Dave thought that the table does
carry weight, with it adding to the cycle, I just haven't endowed it as much as I need to
yet. Overall, it was a great conversation and started me thinking more on both sides of the
issue and not feeling so swamped and overwhelmed. Basically, Dave made me realize
that I had done it for a reason, and a good reason and that I wasn't an ignorant idiot.
After Shaun and Gabby got back, and Dave and I were done, we went back to the table
and continued on with scenes five and six. Our brains were definitely fried by the run and
boy did it show. First Gabby and Shaun were a little nit-picky at each other, then we all
couldn't think and our brains were like mush, then we just got giddy and silly, Gabby
especially. What was interesting was what Shaun and Gabby picked at each other about
(like brother and sister ... ). Shaun wants to divide everything into smaller beats and
Gabby wants broader beats. Shaun's point was that each reaction is a beat unto itself
Gabby said that, well, of course it is, but that the overarching intention is what underplays
each line and when that intention changes, the beat changes. They are both right. Shaun
just wants more clear written definitions on each line and Gabby just wants the freedom
to experiment. So, we decided to work on "larger beats" instead. I still don't know what
that really means.
Anyway, hopefully things will look up tomorrow. Hey, at least we ended on a silly note,
even if it was an exhausted one.

Rehearsal Journal
3/23/00

#

15

Well, at least tonight the spirits were back and we had fun again. It seems like it's been a
while since we had fun with this play. Aranted, it always helps when ndy is in the room.
We went beat for beat (and line for line) and analyzed scenes 7 through 9. Aabby could
have come for a half-hour to start off scene 7, but since I hadn't originally called her for
today she opted out of coming tonight, which was her prerogative.
m(. hat was great about the rehearsal is that both ndy and Shaun got a lot out of doing this
and are now really excited to get it on its feet. Their method for doing the analysis was a
bit drawn out, but it was fun and we made real progress, so what's the big deal, right?
Shaun is so concise with his analysis and ndy needs to take his time. He reads the line,
says what he's reacting to, what he's feeling and then what his intention on that next line
is going to be.
I have a strong feeling we will go back to the table with Aabby and Shaun and do this for
the first few scenes. It really helped Shaun a lot. The problem is that Aabby doesn't seem
to want to try this method and it has caused a bit of a rift between them. Shaun informed
me at the top of rehearsal that he isn't too pleased with Aabby right now because she
went and talked to Susan ppel about this. Basically, Aabby asked Susan why Craig
teaches them to analyze line by line and that each line is a new beat, and not that each
line is a reaction to the line prior and that a beat is when an intention shifts. Michele later
informed me that this topic of conversation happened to be the hot topic of the acting
classes today. That makes me wary. I don't want the two of them at each other's throats
for any reason, especially since we have so much more time with each other and they
need to start getting comfortable.
I told Shaun that I'm sure Aabby wasn't questioning him, just exploring different
teaching tactics and wondering the differences between them and which one was more
effective and why. I don't think he quite bought that, but maybe I'll make sure the two of
them discuss it, mediated by me, of course. That way, it's out in the air and not just
hanging in limbo and creating unnecessary stress.
Shaun started the conversation being very judgmental, saying something like, "Man,
Aabby really needs to get her rehearsal tactics more specific or she'll never work."
Because of this, I did point out to Shaun that he shouldn't be critical of other people's
methods. That it's just another way of working and doesn't make it any more or less
valid. Maybe she doesn't want to put it on paper line for line, because maybe she'll feel
be able to play and explore if her path seems too mapped out for her.
less free to be
I don't quite know where this new little challenge is going to take us, but I know I need to
take the lead in getting it all solved SP. I definitely need to make a meeting with Tony
to keep him filled in on these past two weeks. I feel right now he's so busy with in't
Misbehavin' that I can't really get him in here to help. I can't wait until that show is up!

wo

Discussions w/ Katy
3/22 and 3/23/00

Well, I've been racking my brain and losing lots of sleep over this whole bed and space
issue that Bob brought up. I feel like an idiot for not thinking about moving the bed closer
and I've really had to think of why we left it the way we did. I still think that Dianna sai
that we couldn't put such a large prop close to the audience because it would break fire
codes, even though after Michele asked her, she denied saying that. The other reason was
what Dave reminded me of: I wanted the last scenes to be in the faces of the audience so
they were unable to escape the truth.
So, with all of this I asked Katy her opinion and we had three great, but mind boggling
and heart-wrenching discussions over this. On Wednesday, we went to Phoebe's and
started discussing the poster, but then I asked her about the bed. Her immediate reaction
was, "Move it closer." But, to note, she did and constantly pressed the issue that she
doesn't know this play very well and that I should keep that in mind. Not only is she the
innocent eye, but also, the unanalyzed eye. Both reasons why I should and should not
completely take her word as gold.
Katy came and watched our painful run on Wed. night and then we talked twice on
Thursday; once on the phone and once in the lobby. Both were about 30 minute
discussions. The first one was painful for me. I wanted to cry, I felt stupid and didn't
want to even be in Syracuse anymore. Granted, this was me putting the pressure on
myself, it was not because of her. The second conversation was much better. I needed to
get my frustrations and stress out on the first conversation, and on the second I was able
to argue my points with her much more clearly.

What was so great about this is that she made
me really examine my use of s p a c e a n d
why I want things where I want them. She gave me initial opinions of where she would
put things and why, then we discussed them. It was a good conversation, because for
some reason, I feel like I am strong at making actor tableaux look good, but m use o f
space itself has always been wea . t 1 a out 1t a lot, but don't seem to have good
instmcts for some reason. aty really asked me questions that I don't think I ever ask
ood. I no
11 · e
myself and for some reason, Laura didn't ask me. It was good ve
I need to always rip a play down to its bare bones and ask myself: What is the most
important prop and why? Then decide where that prop needs to be, justify it w/ the gut
instinct and not with too much logic, then see if it works with the text.

_J

That was the basic gist of the conversation, even though it wasn't ever spoken of in those
terms. Katy kept telling me that I shouldn't feel stupid at all and that she thought I was a
smart director and talented. But sometimes, we need someone with an innocent eye to
look at what we're doing and see if they get the same thing we do. It's normally these
people who keep us on track. Also, she told me not to stress, I have four and a half more
weeks to make it right, I shouldn't be worried sick over it now. I'm aware of the issue
and where my weaknesses are and that's a good thing.
I feel much better now.

Rehearsal Journal
3/24100 #16
Well, tonight was quite a rough rehearsal. I think I made a big mistake. Gabby talked to
me about how she brought up the differences between the two analysis -techniques in
Susan's class. So, I informed her that Iwanted us to go line by line, since it was really
profitable yesterday for Andy -and Shaun. She seemed -hesitant at this and somehow, I
really can't remember how, but it fit in with the conversation, I ended up telling her about
that Shaun mentioned he had heard her discuss this in class. She then immediately
exploded and wanted to know if he was mad at her or what was going on. I had no idea
to -m e· about
that she would react likethis. I happened t-0 mention that it had gotten back
the fact that it seemed more like a comparison between "right and wrong" than it
probably was.
Boy, Gabby was pissed and hurt. I told her thatI spoke to Shaun and explained to him
that I'm sure that was a misunderstanding and that Gabby was just probably exploring the
difference between the two techniques. She immediately started defending herself to me,

which she really .did not need.to do .and Itold.her so.
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work

While we were going through the remainder of the scenes, line by line, Gabby was so
distracted and upset. And it didn't' make matters any better when
Shaun asked just before
hand ifwe were going to keep going like we did yesterday. He seemed insistent and
directed the .statement.more.towards Gabby than.at me I assured him that we would.

Well, I guess. I imsinterpreted this whole thing and after -rehearsal Gabby stayed to speak
to me. Well, Shaun came back in to the room in the middle of the conversation and that's
when everything came out. lknow I shouldn't have told Gabby that Shaun had.let me
know that he knew about the class, but what I wanted to do was to get everything out in
the open to release the tension and clearthe air. Instead, it all backfired and I think Shaun
thinks that I was telling Gabby that he was pissed as her, which he was, but I didn't. I just
informed her that he did know about the class and that I had heard that it seemed more
like a judgement on Craig's instruction, but I never said Shaun felt that way.
Anyway, they left
together and I hope
the car ride home was went OK. I'm nervous about
this, I'm afraid it's going to set them back. I tried to explain -a few things though in
defense, that Ithink .our rehearsal room is a private space and
not one to be discussed in
detail with everybody
or else we'll never all feel safe together and we MUST A l s o , t h a t
[mt to _always have be open and honest with each other and that if there is a
problem, we should discuss it openly and get -it out before it festers for. no really good

us

reason and potentially ruins this process.

I really don't think Shaun
fully understands the secondone and I feel like I lost some of
his trust. I'll just have to work really hard at earning it back. Really hard, .

J

Rehearsal Journal
3/25/00 (#17)

After a very stressful end to yesterday's rehearsal and a restless night's sleep, it was good
to have a fun day planned. Michele, Brian and I all met in the Sutton and then drove to
the Zoo. It was packed full of kids and their parents, including of course Jon Herter and
his daughter Alex. All ofus played it really cool so Brian wouldn't suspect that this was a
planned meeting. I really not only wanted Brian to observe some animals and use their
techniques on,how they move and interact with one another, but also to observe a father
with his young daughter.
Brian was totally unsuspicious I believe. Why wouldn't Jon and Alex happen to be there
when there were so many other little kids there as well. It didn't seem suspicious to me
either. I was glad that there were then so many others around, it really did help the
situation.
At first, Brian was almost ignoring her and he was just watching the animals. Any time
she, or any other child got near, he would move away. But as the day went on, I could tell
he was starting to get really used to her and liked watching her react to the animals and
Jon interact with her. Of course, I would point out little things along the way, but
honestly I would have done that even ifl hadn't had other intentions in mind. She was
really cute. Finally, at one point, Jon and Alex were lagging behind and she wanted her
umbrella up but Jon needed to keep a hold on it because she kept accidentally hitting
people with it. I could tell she was upset at daddy holding her umbrella, so I turned
around and said, "Hey Alex, look at the owls! Come here!" She then dropped the
umbrella and started running toward me with her arms out, so I put mine out and squatted
down. Well, Brian did the exact same thing! He said, "Yeah, come on Alex!" and he
squatted down and put his arms out. She came to a screeching halt and then looked at hi
like he was nuts. Brian said something like, "Boy, feel the rejection
That was a great moment! And soon after that I noticed how much he wanted, hesitantly,
to interact with her. So, when they left to get some food, we all said goodbye and Brian
did.a little wave and got a cute look on his face and said goodbye. It was so cute! After
that we saw her one more time and she waved and went right up to Brian. You could tell
he liked her, even if he never really mentioned her after that.
After we left the Zoo, we drove through Armory Square and decided to eat lunch and go
to the Most/Imax/Planetarium. We ate at the Blue Tusk, then wandered around the Most,
which of course had more little children with their parents, then saw the Amazon Imax
show and then watched the Planetarium show. None this had much to do with anything,
but it was fun and relaxing and relieved a lot of stress for Brian which was just as valid
for him to do as the animal work.

Rehearsal Journal
3/26/00 (#18)

This morning we got a little bit of a late start for our trip to Auburn and Shaun's roping
lesson. My truck was really crowded; five ofus went: Shaun, Michele, S a m ,
Herbert and myself. We had a great time though. Joe and Anne Edwards were really nice.
Joe was a great teacher, even though Anne told us that he was nervous about teaching
Shaun. He was worried that he might not be able to teach him and that our play would be
ruined! Isn't that sweet?

J

We were there for at least an hour and a half, plus a bit more and time really seemed to
fly. Shaun was really getting the hang of it pretty quick and Anne thought he could
actually be really good ifhe practiced hard enough, even with only about four weeks left
until opening.

On the way back we decided to stop at Applebee's for a bite to eat. We talked the whole
time and I reall
arted to notice how much the conversation was male oriented, and how
animated and comfortable Shaun felt around Sam and Jason. Shaun really enjoyed
\
himself and couldn't stop talking about how much of a character study this day was for
'
·/
him. He really admired Joe and thought he was amazing. He noticed
well as
Plus, a
he thought
cc
Joeu
was r
a jusa
anc
all-around
y nice
f and
opolite
r deta
man. I want Shaun to remember these and I think he will.
When we were traveling back to the theatre, I really picked up on a major detail in the
conversation that was happening about Western movies. Shaun said that he hated t
ones that involved too much love and
t e W t 1s action acked not a about
women! I was oored at this! I wanted to immediately interject, but either Sam or Jason
started talking first. There was no way for me to weave it back into the conversation.
Then, when we got '2_ack and Brian and Shaun started rehearsing, Twas now convinced.
Neither of them had ever been in love! We sat down and discussed how old they were
when the Old Man left, and what their pasts were like. They were totally confused b t e
Eddie and May monologues about how they first met. Not only t their
ma
ut also the
actual details were all wrong. And it mostly revolved around the fact that they couldn't
understand a few major details. Why May's mom would search for two years to find the
Old Man and why wasn't the trip to May's mom's house making Eddie into a man, and
why didn't Eddie just ask May who she was right from the first moment? My points to
them were one, why wouldn't May's mom search for years if she loved him? Why
wouldn't the Old Man be showing Eddie his mistake and so that way initiating him into
manhood, as well as coming to grips with his past choices? Then he would be saying
goodbye to it all. And why wouldn't Eddie and May be so infatuated with each other tha
they couldn't speak at all and just needed to be together? Details and speaking were not
important.

After that heated, but very good conversation, I think they accepted that it was in the text
the way I thought it was and that they had misunderstood. I'm still not sure why that was
though. I definitely need to see what Gabby thought the story was, that's for sure.
Then we did an improvisational exercise and an exercise similar to the Meisner
technique. We moved into the large dance studio and Brian and Shaun re-enacted a
moment in their pasts that would be typical of the relationship they had. Shaun came in
and apologized for losing $10 that he was supposed to use to buy groceries with. He
explained that a 200 pound kid had taken his wallet and that he didn't dare try to get it
back. That's when Brian lit into him and started yelling at him and calling him weak and
demanding when he should and shouldn't speak. At first, Brian was weak, his stance was
uncertain and his language wasn't firm enough, just yelling. Then he started using guilt
and using Eddie's mom as a tactic. That's when Brian got really strong and Shaun started
getting weaker and weaker. It was a terrific exercise and they learned a lot from each
other. I gave a few notes, but overall told them how well and useful I think it was.

J

The Meisner exercise was for them to then la scene two and
first time, they were up
and moving around, not using their blocking. They kept repeating words, phrases or lines
until
t ou t the had said them correct . We did the scene once that way, then a
second time. Brian still staye standing, but he was more stationary this time and we just
went through the lines as written, without repeating anything. It was wonderful! Brian did
something new, he forced the icture frame into Eddie's hands and when he thought
Eddie didn't dese e his fantasy, he ripped it away from him! We'll keep it for now and
see how it works.
All in all a very prosperous rehearsal day!

Rehearsal Journal
3/28/00 (#19)
Well, before rehearsal even began today, three huge things happened. First off, I spoke
with Andy and everything is fine. I called him last night when I got home from Black
Box and dinner with Sharon, but he wasn't home. I left a message and it turns out it was
him that called back about 20 minutes later, but I had already gone to bed and Rob didn't
get to the phone in time. But I stressed to Andy how important it was to me that he didn't
feel that he couldn't experiment with his character choices. I also told him how I trust
him as an actor. He took that to heart and said that he definitely wasn't mad, he was just
excitable and liked the debate we had. I told him if I ever seem defensive, it's just my
passion for this play being re-routed in the wrong way and that I apologize in advance,
but I' 11 also try to watch out in the future. He was cool with that and all is fine.
Then, Gabby came into the Marketing Office and we discussed the story of how her and
Eddie met and repeated the conversation that Brian, Shaun and I had. It turned out she
had the same thoughts they had but when I showed my theory to her, and used both of
their monologues together to put all the pieces in order, she understood fully. What was
so great was that she explained to me that she had taken her monologue separately from
Eddie's and didn't put the two together to make one. She hadn't realized that they must
obviously overlap in time. Now she gets it and it was quite clear and real to her. She
realized that her evaluation didn't make any sense and that was why she was getting
confused.
My newest dilemma is Brian. He has for a long time been very impatient about coming to
rehearsals and feeling that he has had no time off, etc. What's strange about this though is
that not only was he so excited before and when he got cast about being involved in this
show, but also, when he's in rehearsals he is focused and working hard. It's just before
and after that I feel like he sees this all as a waste of time. I saw him walking by and
inquired about his Tuesday night class. I asked him how many misses he's had so far and
ifl needed to change the Tuesday pre-publicity shots to Wednesday of next week. He
started jumping atme that he couldn't miss another day of that class and basically how
dare I even ask him that question. That led me to make sure that he had remembered to
reserve time for the two other Tuesdays, dress and brush-up. Well, he exploded saying he
only gets one miss and already he'll have two and with three he'll definitely fail and he
can't fail this class and that I never brought that up to begin with. Now that's when I got
really too defensive and told him that I know I asked him the evening he got cast to save
his three excused absences for this show: one for first rehearsal, one for dress and one for
brush up. He told me I definitely did not mention it and then he just left, as he was
leaving I told him to call Michele. That really pissed me off. Especially now that I'm
thinking of it, his one miss couldn't have been from first rehearsal because that was the
day of his mid-term and I purposely started late to accommodate his schedule! Anyway,
I'm talking with Tony about this and I'm going to call him to clear this up and see what
the heck is really at the root of this whole issue.

Well, about the actual rehearsal finally. It went really well. We first sat around the bed
and talked about more "missing elements" about their character histories that may or may
not have been alluded to in the text. It was a great discussion. We explored whether they
wanted to have children or not and with whom. Both know before the start of this play
(within the two years that they've been apart) that they don't want to have kids with each
other and that they do want to have children, and probably sometime soon. Then, we
discussed how many women had Eddie been with and how many had he loved. Well, that
really led to a lot of important issues, that because he is a traveler he probably had slept
with quite a few women but only has loved four. One has always been May and that is
the strongest, the other was the Countess and that ranks second and the other two he
thought he loved, but then realized that he must not have. That led to another interesting
point that he probably didn't want to get tied down to two women so like his father did,
so he tried to date and see other women as well. But, look what happens, he does get
attached to two and at the same time! And, Shaun said that just as Eddie stays with the
Countess for too long, he starts forgetting about May and that scares him, that's why he's
come back!
Gabby and I discussed what did she do normally when he left, what was different about
the last time he left and what did she normally do when he comes back and what was
our improv exercise. Gabby says May normally would just .
different this time? This toled
fall apart when he left and feel alone and helpless. But this time he must have left
differently so that she would have the courage to realize she was turning into Eddie's
mother (the woman who stays in one place) and that scared her into eventually leaving
since she didn't want to end up committing suicide. And normally when he comes back,
she throws herself on him, crying and kissing him, etc. but this time, she's running
through a gamut of emotions and feels paralyzed.
to do our improv, again to get out of the space. It was cool
So, we went to the BlackBox
because our walls were up, and we could examine the space, but it still didn't seem like
ours. They did an improv that revolved around the last time Eddie left and why that was
different from all the others. What came out of it is that he was more severe and tense
with her. He was cold and she could sense that another woman must be involved for him
to want to leave with no warning signs. It was great. Also, she cried and collapsed when
he left which gave her more to play with for when he leaves at the top of Scene 4. ·
We · me iatel went back downstairs and did all of Scene 1 using our ada tation on
eisner. It was such a breakthrough! They changed all the blocking and Eddie really
gravitated toward the bed. Which forced May to go downstage by the table to hide and
collapse when it finally hits her what's happening. Then, when he decides that he needs
to console her, because his heart is breaking to see her not wanting to see him, he then
has to cross to her. The whole "neck" dialogue then was downstage and very dangerous,
but loving. They thought it was great and they want to do it again tomorrow and do all of
the scenes through tomorrow like this. They also want more improv work, which we'll d
as well. In fact, in the scene Eddie kept trying to grab for May instead of vice versa, and
then every time she rejected him, he'd try harder. Then, he ended up begging on his
hands and knees and when she told him to leave, he was totally at his lowest point! But I

l:J

was just so thrilled that he had actually initiated and pursued contact with her! Also, I
told them the next time we do it, I want them to use the bed and to use their knowledge of
how to press each other's sexual buttons to get what they want. Shaun ·
iately
agreed and said he has so many new and great ideas for his " exual potenc ' eah !
What a great rug t !

Meeting w/Brian
3/29/00
After Brian left all mad at me, and me mad at him the other day, I called and left a
message on his. machine what my schedule was for today and that I really wanted toialk
to him. Briefly, this whoie issue arose out of the fact that I saw him walk by the
Marketing Office and wanted to know if he needed me to change the pre-publicity .photos
from Tuesday (when he has his class) to Wednesday. I mentioned that this would be his
"fourth" miss instead of the three I asked him to reserve for me. He panicked and started
yelling at me that he only gets one miss,
had no idea what I was talking about
and he
already had missed one class. If he missed again he would fail. I snapped back at hitn and
said that I told him the day he got cast to reserve his three misses for me: first rehearsal,
dress rehearsal and brush-up rehearsal. He freaked out at me again and said that I had
never mentioned a brush-up rehearsal and that he wasn't doing it. I told him, I had
mentioned,,it a few times to him. He resisted.this and started to walk away. I told him to
call Michele.
Michele informed me today that Brian had
called her and that he had trouble controlling
himself over the phone with her. She tried to ten him that I had mentioned it to him at
least once and that really made him mad. Brian told her that he had already spoken to
Andy about it and that he felt he should leave this up to the deputy. Michele agreed that
this was a good call and that's
s been the extent of their conversation
I

I pretended when Brian found me today, meeting with Scott in the Design Zone, that I
hadn't talked to Micheleyet today and I had no idea what was going ·on. -B rian actually
asked how then that ·I knew he was mad. I sort of laughed and said, "Brian I was mad,
you were.nytd,..we were both mad. I can tell these things you know."
I

We started talking in the Zone, but since it was during Lab, all the tech students started
coming in, so we went to the stairwell, by the vending·machines to talk. It seemed like a
profitable conversation and we were both very adult. Itold him I knew he was stressed,._.
and like I had told him a few weeks ago, I can't do anything about it unless he tells me
what the_prob.lem_is. That's when he told me he thought I was trying too hard to be a
friend and he really wanted me to be a director. I told him that when he brings this stress
into rehearsal, it is me being a director
who wants to find out what it is, get it solved and
get it out of my space. He denied doing just that. I told him, that he doesn't bring it to the
table or on the stage. When he's working, he is working and doing very well. But the
second he stops, ·I do hear ·comments ·he makes to others-and it -bothers me that thisis not
on his list of priorities. I also told him that I asked Michele last night to co1:1nt!W the days
he had off and that ·h e has had many days off or half-days off since this began.
Brian said that he wants a day off from his life all together. I told him that he was a
.grown
up whether he liked it or. not, and that he .would.never .have a day off.from.his life ..
again. This was a facthe
would have to deal with and that's that. He didn't necessarily
ily
appreciate that comment, but he sucked it up.H e alsobrough up the fact that he feels I
want him to be a professional and that he is a student and his classes are just as important.

I told him I thoroughly understand that, but that he has a
likelarge part in
a mainstage show and that this is how leads get treated. And I feel like I have given him
every request that he has asked for and that I can't give anymore. I ask him, and everyone
else, what they want and what will help them best and that's what he and everyone else
to be thebest it can be and I will-always put the requests of my
gets. I want this show
actors first. But his request for more days off
is impossible now and that's just the
way it
1S.

I reminded him of all the things he asked of me and all the things I have done to give him
what he needs out of this process. He thinks that I still have not
accommodated anything
to him and that every time he looks around a door is slammed in his face. For instance, he
thinks I_guilted him into staying forspring break. I -resisted this comment and told him
that the moment he was cast, I grabbed him by the shoulders and asked him if he could
do spring break. He replied with something like, "Whatever you want," and he kept
jumpingup and down and scr_eaming. Then when he saw me hanging pictures_ in the
wmdow downstairs and mentioned that springbreak rehearsals would be startmg that
Thursday, I was being sarcastic with him because I thought at first he was kidding. I was
not trying inany way to guilt him
staying.
intoBrian said that now hedoes remember me
saying could- he "do" spring break. But he took that comment to mean half of the break. I
said, "Brian, when I take my car into the shop and ask them, can you fix this, I don't
mean, can you fix this half way! l mean can you fix this all the way. Same thing applies
starting Thursday, or whatever
here." He got the hint. I told him I would have said,
also said, that I understood how he got confused that Andy
would be coming back for
Thursday, but Andy is only.m half.of.the_play. Bnan ts not.
Brian then informed me that he had two nervous breakdowns in the pastcouple of weeks.
I said I was sorry that had happened, and I was sorry for any miscommunications. He
apologized·as well. I asked him what could we do to rectify this situation. He didn't
know. l told him that from now on whenever I say anything, if there is a single question
in his mind, he has to speak up immediately no matter what. He agreed to do
Also,
so. he
asked if we could have the brush-up rehearsal after his class on Tuesday night, and I
complied. ·

resolved, but I really think I have bent over backwards for this
The situation is somewhat
primadonna. He was never like this before and I think he has his first large part and can't
handle the responsibility of it. No one else is complaining! Anyway, I know that he still
isn't satisfied. I am definitely going to get some second opinions on this situation and see
what they recommend me to do if he startsacting this way again.
Why does it seem like as soon as something gets resolved, another problem slaps me in
the face?

Rehearsal Journal
3/29/00 (#20)
Tonight's rehearsal was such a gigantic step in the right direction. I started working on
the adaptation off Meisner with just Eddie and May for scenes 1 through 6. We skipped
the end of scene 6 since Shaun' s back was still cut of whack and he couldn't do the stage
combat. It seemed really odd having Gabby ju st throw herself around the stage.
What was so incredible, was that Gabby discovered how if she kept backing off from
Shaun, he would practically throw himself at her! It was really amazing! They had. the
moment about the "neck" down at the table, with Gabby underneath it and Shaun looking
over it and then coming around the side to her He touched her hair, her neck, and her
shoulders!
Then, as she escaped onto the bed, he followed her and started kissing her shoulders!
This was such a huge breakthrough! God , it really goes to show how if women let men
think they are in control, how much wom en can actually
get them to do! So, from now on
I'm going to make sure that May backs off from' Ed die and that he has to hunt her down,
like he does in life .
Oh! Another great moment was when she got hi m on his hands and knees and just then,
told him to leave! She totally had him begging her! It was such a great breakthrough
again. Now, we need to apply all of this .
What was interesting as well was the comment after that Shaun made. He said that when
May kept avoiding the bed, he then was able
use it to get control and he then felt much
more, "sexual potency." YEAH!

Rehearsal Journal
3/30/00 (#21)
Wo_w ,tonight's rehearsal was so intense! At first itwas a slow start-because they needed
to run lines before we worked the scenes. They haven't had to say the lines in about a
week so I let them have the time. It seemed a reasonableI request.
was a little nervous
about doing the Meisner adaptation exercise that we've been working on with all four
actors becaµse I think I thought it would get too crazy and very muddled. Therefore, it
might defeat.the-purpose.
Boy,. was I sorely mistaken. It was such a great discovery of their
character
situations that they were each in. I swear, I was so happy that they all really took lots of
risks! Shaun scared the hell out of .all of though. Hestarted-verbally and physically
bullying Andy with the line, "You should read the papers Martin." Shaun knew what
Andy's.next line was, "Well, I'm real sorry I knocked youSo,over."
Shaun got up and
started saying it into Andy's ear, then he pulled Andy up, pushed him onto the bed,
straddled him and kept yelling it at him over artd over and over again. He got offAndy,
after Andy was cowering and trying to hide his face from Shaun. Then Shaun said it one
last time, quietly and breathing heavily
scared
then
at one sat in the
point that shegrabbed my shirt and said, "Judy." I let Shaun do it though because I know
that he an Andy feel really comfortable together .and since .Shaun wasn't hurting him
physically, I let him do it, up to a point. After a minute or so, when Shaun kept slapping
the bed near Andy's head to punctuate what he was saying
said very firmly, "Shaun.
He stopped soon after We did touch base on it_after and Andy and Shaun both said they .
had discussed it dunng their brealcand everything was cool.
Another highlighting moment was Gabby's interaction with Brian during her monologue.
There were times that Gabby just wasn't giving what she needed physically. I think she
felt overwhelmed withthree powerful me_n on stage and her.being the only woman. 1
think this does reflect May's situation obviously, but May is a fighter and wouldn't give
in to the pressure. So I found that especially
during the monologue when sheobviously
wanted Brian to cave in, she was only using the words and no physical intensity. So I told
herio.repeat "grieve" over and over until she realized.that she_c_o uld_really. use the
repetition to find a physical life. It was amazing what followed; she eventually
intimidated Brian back into his chair and kept pushing him over and over with, She blew
her brains put," until Brian cracked. He really then was weak and not in control and
needed to try to get it back.
Which he.couldn't. .It was.a great moment, and .very intense.

I really think we found a lot of new ideas with this exercise and I'm so glad that we've
been doing this as well as the improv all week Gabby and I discussed afterwards how I
want her to .get rid .of her weak wrists and.moving fingers that make her look weak. I told
her that I want her to hold a roll of quarters in each hand for an entire day and part of
rehearsal: Then half way through rehearsal we'll let her drop them and see what happens.
I think her Wrists will be stronger, her arms will be tighter and her fingers will want to be
alive and not wriggling without any purpose. She loved the idea and can't wait to put it to
work.

Shaun expressed how he loved the work we did this week,
1hatbut
he hopes that he'll·be
able to apply it to each and every line without having to repeat it. He wants that same
intensity, But is unsure how he'll get there. I told him that he should trust that it-is there
now and that it's each and every one of their jobs to remember through sense memory
how each really good moment felt and to use that. wanted
Shauntoalso
know what we
were doing for therest of the week. told him we were-going to use all of this and workit
scene by scene ending with a run on Friday. Andy said he wants to work on intention
more now and he feels he can now that he's done this exercise.
Now, one thif!g.Mlat pssed me off was Brian. I asked them
all what they wanted for
Sunday's rehearsal. The suggestions were to work Scene 4 with Brian and Gabby, work
both Gabby and Shaun's monologues and do the improv situation with Shaun and Gabby
on how Eddie tells May that his mom shot herself With everything on the plate, the best
Gabby, 11 :-3-0--l Shaun
i ·""-i :-3-0 Shaun and
schedule to use was 10-11 :30 Brian and
Gabby,
Gabby. I looked at everybody and said, ''Does that work?" and they all
said yes and .shook their heads. Then Gabby andJ .started talking and that when Brian
sto.od up and walked over to Andy and Shaun who were talking about their plans for
Saturday night. Immediately Brian says, "Well, it looks like I'm not going_out Saturday
day
night!" You see, right there, that's what I'm talking about! I was livid, but I held it in and
didn't do l ·damn thing until after everyone left. I then proceeded to freak out just a tad.
Eileen told me·that she immediately looked at me when he said that and said that I just
looked like I hadn't even heard it. That amazed me., because I thought for sure that I
would give myself away.
All I have to say is.this .If he says one more1hing, l will pull him aside immediately and
talk to him about his attitude. I mean come on! I gave them all Saturday off because of
Becci's
memorial service: I know Gabby won't be able to work at all that day becauseo f
it. Plus, there's
s nothing like trying to work after a memorial service. Your brain just isn't
in it, at least mine wouldn't be. But that is the thanksJ.get. Plus Brian has said numerous
times how he isn't going to the service and he's taking aday off. So, he gets a.whole
off and I'm not allowed tocall hime in at
AM? Plus; they all voted for our weekend
rehearsals to start at that time. I told themwe could startat any time they wanted, it didn't
matter to me. God., how much more can I accommodate them!

Rehearsal Journal
3/31/00 (#22
Tonight was a more relaxing rehearsal. I only called Gabby and Andy in to talk about
how Martin and May met, what the town is like, their paths coming together and then do
an improv on Martin asking May on the date. It was a really profitable rehearsal because
I felt, and so did they, that the relationship between Martin and May had been.e mpty and
without any form or purpose. Now, it has both.
We discussed the fact that neither of them has dated much. May hasn't dated at all. And
both of them haven't been out with anyone in a few years. We decided that Martin must
have seen May at the grocery store and then they must have met again at the Laundromat.
They both agreed that they couldn't have run into each other again at the grocery store
because May has so few groceries that she buys.Since she works as a cook, she gets all
of her meals and she doesn't have anyplace to cook in her room. They think that at the
checkout dounter was where they struck up a conversation and found each other
interesting.
Then, we did the improv
it was so sweet andcut. Gabby purposely stayed around
even after her laundry was dried and folded to talk to Andy, who was waiting for his
clothes to dry. Their conversation was awkward and they were both constantly searching
for things to talk about, especially after they both recognized each other. Eventually,
Martin
asked May out and said that he'd pick her up at 8:30 for the 9:00 show, whatever
it was. It was so cute;_I couldn't get over it.
The only think after it was done thatAndy thought he could have hitmore .on was
Martin'ss innocence and him not being so quick on his feet. He felt a little like Andy at a
few points and so would try immediately to knock himself out of that. I reassured him
that as long
as.he's aware of that, it's a good place to be.Plus, you always have to put
yourself into you characters because you are you and there's no way of getting around
that fact , He .agreed and .said that it was ok.
Then after Andy left, Gabby and I sat down and took apart her monologue line

for line.

We talked intention with each line and what the story behind ·each line really was and
how it maU:es May feel. It was a great discussion! Now Gabby is going to go off and
practice on her own so she can have more to bring back on Sunday-when-we work it
agam.
All in all, a good rehearsal!

Rehearsal Journal
4/2100 23

Despite all of my.reservations on how Brian's attitude
was going to affect rehearsal, it
wasn't a problem at all. The day did start off quite late though since everybody, including
I got to rehearsal about two
myself forgot that today started daylight savings time.
minutes late to find no one there! So, I called everybody. Gabby walked by the coatroom
as I just hung up with her roommate. Gabby went and .picked up Michele. Brian.arrived
just minutes before Gabby and Micbele came. We took a few minutes to wake up and
then started.
First, we sat down and discussed the beats of Scene 4 again. We talked about their
relationship. I was shocked a bit to discover that Brian thought this monologue was about
just tricking her :cinto Shutting up.I sternly disagreed with him and told him that it would
give him so much more to play if he accepted the fact that the Old Man really does love
May, and sometimes he has to fight against that emotion. He may not want to love her,
but it is impossible for a fatherto not love his daughter, or any child, no matter what,
even if they don't want to. Brian accepted that it would give him more to play_, but I don't
think he believedmy _statement.
I then had Brian sit in his chair and read his monologue_to _Gabby who sat acro.s.s from
him. Then, he did it again and I had Gabby get on the floor and get closer and further
from him not staying in a ·straight line, depending on what he was saying to her. This
made Brian start to experiment with where did he want her close to him and where did
she start to pullaway and how could he _say the _next line to get her back.

Then, we did an exercise where I had Gabby
like four-year-old
act
who was hiding
from Dad and didn't want to go to bed. Brian had to find her and then get her into bed
and asleep He was having a lotof difficulty at .first. He tried too hard to force her.into
bed: Half way through his monologue he stopped and said, frustratedly, "This isn't
working. Kids don't act like this." I said, "Oh
yes yt
do. They even act worse! Start
again and try something else. Forcing her isn't working, you're right. There are other
tactics you know."
So, he started ,ag_ain and used her toy {astick) to get her attention and started teasing her
with it. When she couldn't get it from him she went and planted herself in his chair. So,
instead of trying to pull her out, he used the chair to calm her and make her sleepy. He
finjshed his monologue rocking her slowly in the chair, then after, he led her to the bed,
and plopped her in. He covered _h er up, touched her head until she was practically aslee_p
(for re.al) and then kissed -her gently on the forehead. It was very touching.
.

.

.

They both loved the exercise_. Brian discovered that the Old Man must love his daughter
and that he doesn't want her to be in pain, he just has trouble .connecting with her. It was
a great exercise.

Shaun came in andwe went fine .f or line through his monologue and made similar
discoveries that Gabby and I had on Friday with hers. Basically, they both want to release
this because..the emotional scars are just to deep to do .anything-but want to get rid of it
al}; It's a purging therefore and much more selfish. It has less to do with Martin and more
to do with themselves and escaping from this emotional trauma
trauma. I think Shaun is finally
starting to understand that ifhe stays in his head with this character, especially when it
comes to. Eddie'ss relationship with May, then he's just .t rapped We talked about why
does he say all of this. Yes, Martin pushes, but that's not reason enough. That's when I
asked Shaun to leadme onthe emotional journey of Eddie througout -the·· scripf All of a
sudden Shaun started to understand that this is about Eddie needing to release all _of this
and that 1t it'sbeen coming to a head for quite -s ome time .. And Martin is open; w1lhng and
will not be judgmental. Shaun initially disagreed with this, but then I pointed out that
Martin passed the test that Eddie throws at him. Eddietells ·Martin that May is his lover
and half sister and instead of just leaving, he stays and wants to find out more! If Martin
were truly Judgmental person, he would have left.

a

Shaun wants to now take this., work on it and then work on it with me again., up on its
feet.. But this was another great layer to add.

.

Gabby came back and we ·did -tbeimprov of how Eddie-tells.May-that his mom shot
herself. Boy, it was such a powerful improv to do! He comes in to her house, and she
jumps on him, excited and happy to see him. But instead of holding her he just stays stiff.
She constantly asks him what is wrong and he just stays .closed up, like a clam in .its shell .
Eventually·he slowly mutters the words, in bits and pieces, "My
mom shot herself" As
May _starts to understand what he's ·s aying, she starts asking ·him, What? Why?" And
that was when it happened. He screamed., "My mom shot .herself and it's you and _your
slut_ mother's fault over and over again. He then
then left and told May to fuck herself
After Gabby could calm down and so could Shaun we discussed that this was the start of
them getting thrusted into·the cycle. Shaun thinks· Eddie ·must have gone to a bar and had
his first affair. When he came hack to May, she was elated to have him back and didn't
ask any questions; thus, the start of the cycle. It was a great exercise!
We ended the day with working May's fina:l monologue. We -put it up·on its feet and I
had her turn her entire body in the direction of the person she was speaking to. If she
didn.'twant to take it to a person, she took it out. And when she talks about her mom,
she
took it to the bed
made the connection of the.sex .a nd the cycleand how she's trapped
Just hke her mom is It was great I also had her hold onto a water bottle the whole time
until she speaks about her mom so that her hand could be sttong and solid. It was a good
idea. Gabby said it, .and the direction thing helped her .a lot. I think it did too!

Rehearsal Journal
4/4/00 {#24)
Tonight was another step toward getting thi,s play alive. We were in the Black Box for the
firsttime and so we had to test a few things out first. Tums out the walls boom really
loud and hollow whenever Shaun hits them with thelasso. Also, something that
was
really weird was that sometimes the lasso bounces off the walls and causes Shaun to
miss! Another little set detail was that the bathroom wall supports all came loose with the
slamming! It was very scary actually. It made me nervous to even use that wall. Thank
goodness Shaun noticed it.
I started rehearsal off by reading them the.poem that I want to.put into the.program. I told
them that I think we are getting clearer and clearer every day with the story, characters,
a-_id intentions, but what we're missing is the sex. Both Gabby and
Shaun totally agreed.
What was interesting though, was when Istarted.talking about it·openly as we worked
through the scenes, was that I think both of them are thinking about being sexually
attracted to each other and not playing it.
That's how I'm going tostart rehearsal off withthem tomorrow.There is danger,
it to me!
conflict; and sex, now get out of your heads,stop thinking about it and show
Shaun also told Gabby that he wants her to back off more from him; it gives him an
obstacle to play. Plus; it makes her stronger. I am going to tell her to back off!
. I think the Friday run through will still not be up to par yet, but we still have one more
week. I think Saturday is-. goingto.be "hand-sex" day! ·

)

Rehearsal Journal
4/5/00 (#25)
Tonight was such a productive rehearsal. We started off with taking pre-publicity shots
and seeing their costumes for the first time. It was so great to not only be on the set, but
to be in costume. There were a few costume adjustments that will have to be made.
May's jeans were too loose, but right cut. Brian thought his costume was very similar to
his own style of dressing, so he's didn't get that initial thrill of, "Oh, so this is what it
feels like to be my character." May's bathrobe is way too dark of a gray, so Alison is
going to bleach it out some. And all of the Old Man's clothes haven't been distressed yet.
Shaun thought his jeans were too slim fit. Tums out he's self-conscious about his legs.
He thinks that they are stick thin and don't match with his chest and shoulder size. I
honestly didn't notice. So, we' 11 make a compromise between the fit he's used to wearing
and the one that Alison had him in tonight.

J

Besides those little adjustments and needing to get a hair color for May picked out, the
costumes were all very exciting. After all of this excitement, we started back with
working the end of scene three through scene six. It was very productive. At first, it was
difficult to jump right back into the middle of the play, but I had them do the first few
lines over and over again to get them focused and ready. I also started off by telling them
that I really want them to stop thinking so much about past blocking, etc. and to really
work and play with moments; that's what these few days should be about. I told them that
I thought last night we were off to a great start, but that they soon started to stop wanting
to play as much and it all kind of fizzled out. They seemed aware of it and appreciated
being told that they could stop as much as they wanted to.
All of this really seemed to help. I felt like they really started combining emotions into
moments. And, if they slipped back into their heads, or weren't connecting their bodies to
their thoughts, then we stopped and did it again. I stopped Shaun specifically a lot for this
because he is thinking everything and not showing it. His excuse was, "Well, how much
does Eddie show?" My answer to that was, "Well, he may not want to show things and
may be trying to hide things, but that causes a struggle physically as well as emotionally.
Right now, you've got it all hidden and there's nothing to hide, so that leaves you with
nothing to play." Shaun totally agreed with that.
As for Gabby, I kept forcing her to keep away from Shaun and so to make him come to
her. Also, she needs to be much stronger and more forceful. She knows this. So every
once in a while I would shout out things like, "Stand firm," or "Hold your ground." It's
very easy for Gabby to play victimized and it's not so easy for her to be tough without
being accusatory and making her partner feel guilty.
Brian was very focused today, which was nice. Sometimes it seems like he starts getting
bored and starts to zone if they do a scene over and over. He doesn't use the opportunity
to play with their new choices. And, he also doesn't seem to realize how distracting he
can be when he's not paying attention. Brian distracts not just myself, but his fellow

actors as well, because Shaun especially tries to play with different moments when he
wants to connect with his dad and Brian is off in never-never land!
We ended with a discussion about the weekend and our runs. I told them we would do a
run for just ourselves Friday night instead and that Sunday's run would be for my
committee. Both Shaun and Brian seemed adamant about the fact that they feel like the
faculty is judging them when they come to watch. I keep trying to tell them that my
committee is there to give me fresh eyes on the play and to keep my focus, and none of
their notes are about the actors specifically. Shaun retaliated with the fact that they must
be watching them because they are the ones onstage and if he went to, say Malcolm, for
advice, then Malcolm would obviously have some to give. I told him that I doubt he
would have much because his focus was on my choices and is the story clear, not on
specific acting moments. Also, no one should be directing them in or out of this rehearsal
without speaking to me about it first. So, no, they wouldn't have comments. That didn't
satisfy Shaun or Brian. I honestly think that they don't believe it's possible to aim your
focus at certain things and not judge everybody else when you're watching a show. I
think that will just have to come from experience.

)

Rehearsal Journal
4/6/00 (#26)

Boy, oh boy, oh boy. Tonight was not such a hot night that is for damn sure. I think there
a quite a few reasons for this. First off, we were thrust back into the rehearsal room and
we had all started feeling really connected to the set and our surroundings. Then, we all
had pretty much brought in our personal trash, since all of us stated that we had bad days.
I know I was even guilty of it myself
There was one other thing that I really started to notice and feel that I had never realized
what it was before. For some reason whenever Andy joins us, all of a sudden, I start
feeling like an idiot. I think I know why. First off, Andy is a smart, intuitive actor and he
challenges me. Most importantly though, I realized that I really feel judged and almost
ganged up on as a woman versus three male actors on stage, just like May (Gabby) must
feel! I know that they are not trying to judge me or make me feel uncomfortable, but they
do. It turns into a boys club and I feel left out of the loop. Also, when I started giving
some direction to Shaun, after he had expressed discontentment with the scene, I noticed
Andy and Brian staring at me. I don't think they were purposefully trying to make me
uncomfortable, but I was. So, I asked them to take a break.
Shaun seemed to be the greatest obstacle for me today. And I really believe that he
brought a lot of baggage into rehearsal today, plus he had started relating to the space and
now he had been kicked out of it. The past two days, we both agreed were so eye opening
and wonderful rehearsals, but tonight, nothing connected. I told him so many things, like
not to think too much and to trust his instincts and that his intentions are there. Once you
have to think about your intention, you stop acting. He felt physically inhibited by staying
on the floor yet knows he must. I finally had to show him how you can activate sitting,
because he wasn't getting it. I had told him, just because you're sitting doesn't mean that
your body has to relax, or that you only use your arms to express your inner monologue.
You can use your back, your legs, your shoulders, hands, feet, torso, etc. to help you as
well. And just because you sit on the ground, doesn't mean that you remain still, you just
stay low, that's all.
I think all of this helped a little, but not much. When he left rehearsal Shaun asked me if I
could give some further thought to the whole Eddie/Martin relationship and what they
want from each other. I was a bit offended at that, but didn't let it show. I told him, of
course I would and I probably wouldn't be sleeping tonight.
I felt better after crying a little bit and talking with Miehe about it. She really helped me
see things a little clearer. I think I'm going to have to let this sleeping dog lie and just
keep trucking as best I can.
I definitely need some more opinions about what to do. In the meantime, I left a message
for Tony that when Shaun comes to talk to him about his walk, he can also slyly fit in
ideas to relax him physically into the role. We'll just have let time take its course.

.i .

Rehearsal Journal
4/7/00 ( #2 7)

Tonight's rehearsal went pretty smooth. I think we accomplished what was possible to
accomplish. After last night's it was definitely a step up. It helped a lot talking to Joe
Whelan just an hour prior to rehearsal. I had been in a fog all day about last night's
rehearsal. It really did affect me physically.
After everyone left from the Marketing office and it was just Joe and I, I asked him, as an
actor as well as a director, what he thought about my situation. I told him we were dead
last night and that I have to keep repeating to Shaun the same things over and over again.
What Joe said is that it seems to him, that since we have rehearsed already for five weeks,
Shaun, as well as everyone, is probably at a point where they want to get the role into
their bodies. Joe suggested lots of run-throughs, which I already had planned. He thinks
consistency and me letting go will help. At this point and Joe is right, I should coach less
and tweak more.
Joe also brought another interesting point to my attention. Ifl don't take my own advice,
how can I expect my actors to follow it? What I mean is, ifl don't just relax into this,
how can my actors relax into their characters? The more I think and try to analyze, the
less spontaneous and real my direction will be, and my actors are going to notice that!
This was a brilliant deduction.
There were also a few tips that Joe had. First off, for the monologues, he said to remind
them of what David Mamet says, "Language is action." That is so true. Why I didn't
think about it, I have no idea. Also, Joe suggested that for the Eddie/May physical
relationship, to not just do hand sex, but to take a step beyond that, because the play is
about conflict and danger as well as sex and love. So, he suggested an exercise where on
each line they either slap, caress or just touch the person. I said to Joe, what if I took it
one step further? That they sit with their legs between each other, and that they just don't
make connections on the lines, but with every moment, word, thought, etc. Joe liked that
idea a lot. The final thought that Joe had was for Shaun's physicality. He said that when
he saw Ed Harris play Eddie, he had obviously worked on being a bull. All of a sudden
that made so much sense to me. Not only are bulls top heavy, but they also have a rolling
gait (as Joe called it) plus just before they charge they get very still and focus everything
up to their faces, and stare down their opponent! Brilliant! The final thought was that
Sam's writing is very much like a jazz improvisation and that maybe each actor could
pick an instrumentto improv on.
After all of this, I felt much more ready for rehearsal. I brought up the animal thing to
Shaun right away and as it turns out, he thought about animals too. He saw himself as a
lion stalking his prey. That works too, but I think I like the bull more. Plus, I told him, of
course you would walk like the animal you spend all of your time around! It's just like a
person looking like their pet. He was thrilled at this concept and couldn't wait to work
with it.

We worked scenes 10 and 11. I started off by telling them that, of course they wouldn't
be there fully emotionally, but they should still try to connect as best they could, no
pressure. That seemed to help all of them a lot. Gabby seemed to weaken out of her
monologue a lot at the end, when it's supposed to get more and more intense. I told her,
yes, you are crumbling, but you are crumbling to get something from someone. In
general, I reminded her that her strengths needed to be much stronger so that when she is
weakening, it becomes an inner struggle not to show her weaknesses. Now, whether she
wins that inner struggle or not is a totally different matter and depends on each moment.
After this, we took a break and did a line through for the entire play. I told them to sit in a
circle and they always had to make eye contact with the person(s) they were speaking to
or who were speaking to them. At first, I had to keep reminding them to make eye
contact, which was even more obvious then why we needed to do the exercise. Also, I
was firm from the get go with them that if they weren't in the scene they needed to be
non-distracting and respectful.
Unfortunately, Gabby broke this respect and it did disappoint me. Brian started his lines,
"Amazing thing is ..." and Gabby looks away and mouths to me that she had to go to the
bathroom. I stopped everything and made her stay even though she was really squirmy. It
really distracted Brian, so I stopped, let her go and then made him do it all over again. I
told her twice that I thought it was plain rude and that she should have found a more
appropriate time or way to mention that she had to go. She apologized, but it seemed
awkward and I don't know if she meant it.
After our line-through, we didn't have time to do a run as we planned because it was
already after 10:00. So, we figured out Saturday's schedule and I let them go. They all
told me that they thought the line-through was very valuable though. After everyone left,
Brian stuck around to speak to me. He mentioned Gabby's behavior and said how he
feels like she doesn't respect anyone and is spoiled. I told him I thought her behavior at
that moment was rude and that I thought I had established that clearly and wasn't going
to do anything more about it. I also brought to his attention the fact that I think that no
one is innocent and that like I had said to everyone when Gabby was peeing and when
she came back, that we all need to have respect for each other and start working more as
an ensemble. That even if we're on stage and we haven't been included in the scene that
is being worked on over and over, it is really distracting to the people who are working
when we aren't focused and attentive. I also told him that I've personally caught him
zoning out and not being focused on the scene and that this was no longer acceptable to
me. I told him how distracting it is to his fellow actors when he does this and how little it
gives them (especially Shaun) the opportunity to explore and experiment with their
relationship to him as a character. He agreed that he was not innocent of these matters
and that he just wanted to let me know how he felt. Then he had the audacity to mention
that at least he wasn't as picky and distracting as Joey and Michele in You Never Can Tell
rehearsals, and I wanted so much to tell him that he was much worse than that. At least
when I said something to them about bringing their dirt into rehearsals, they apologized
and never did it again. So far, Brian may have apologized but he has still been a negative
force in rehearsals.

Rehearsal Journal
4/8/00 (#28)

Well, well, well, will wonders never cease! We started off with working the fight
choreography with May and Eddie and then practiced getting in and out of the window
upstairs with Martin. Then, we did a run, and hallelujah! Even though there were
definitely some things that need to be worked, they really hit some great moments, all of
them. I was so proud and relieved. I think this might actually get to where it needs to be!
The start to the run was rather slow, and it wasn't until about scene 5 that things started to
really click for all of them. But, I think it was still really good and positive. I mean, they
hadn't run the show for over three weeks, it could have been a disaster, but I think all of
our hard work over this time has really paid off.
Now I really do believe what Joe told me which was that all they need now is to do it
over and over again until they can get the characters into their bodies. And as Joe said,
they are at a point now where they are really ready to do it since our rehearsal process has
been so long. Joe told me yesterday that he thinks it really takes until the second week of
performances to feel the character because of the number of runs. But we've had already
five weeks of rehearsals (what would be opening night!) and now we're hypothetically
going into what would be the first week of performances. So, hopefully by opening they
will be into their characters because time-wise, we would have been on the second week
of performances ifwe were on a more typical schedule!
After the run, and about 13 pages of detailed notes (yeah!), we took lunch, then came
back and worked/talked through scene one with just May and Eddie. I finally thought we
were ready to do the "hand sex" exercise with Joe's adjustments, as well as mine. It
worked really well; they really connected physically with each other on the entire scene. I
think it really showed them how physically connected they need to be at all times to each
other. Both Shaun and Gabby really liked the exercise. Then we talked through my notes
from the run and a few notes that they had for each other and for me about the scene. I
told them that starting tomorrow's run I think they are more than ready to add the kiss.
They both agreed and wanted to. We talked a little about how we think it has to happen. I
said I don't think it's all sloppy tongue. It's more of May leading it (since she leads the
action - like Eddie leads the embrace at the end), and she goes slowly up his chest and
around his neck, face, ear then to his mouth. She and Shaun totally agreed.
We ended the rehearsal with practicing quickly the part in scene three when May goes to
get changed while Eddie is in the bathroom. The timing was really off in the run. And, in
my opinion, the action isn't totally endowed yet, but with time, I think it can get there.
We'll just have to wait and see.
On to tomorrow!

Rehearsal Journal
4/9/00 (#29)
We started off rehearsal today by meeting at Andy's house to work scenes 8 and 9. Brian
joined us and Michele was on book. They did want to add alcohol into the scene to
experience what it would be like, but they were all too hung over to do so. We
brainstormed more ideas regarding what they wanted from each other. What we all
discovered was is that scene 8 both Eddie and Martin are trying to get May to come back
out of the bathroom so they don't have to talk to each other. But since she doesn't, in
scene 9 they want to get each other drunk so the other one can show how manly he is.
Neither of them wins and Eddie ends up spilling the beans. He purposely gets his father
drunk at the beginning so he can try to scare Martin off with the whole brother/sister
thing. If he doesn't get dad drunk, dad will put a stop to Eddie's desperate measure to get
rid of Martin once and for all.
After this, we went to the Black Box and Shaun and Gabby ran the fight choreography
again. It went much better this time. Gabby finally went all out and struggled. Shaun was
finally able to communicate what he needed from her as a partner. He said that if she all
of a sudden stops struggling, then his resisting her is going to end up hurting her. I used a
tug of war analogy. Both sides pull hard, but if one lets go, the other falls into the mud.
That seemed to click with her and it finally looked real.
Then Gabby and I worked a little on her scene 3 monologue. It never feels right, I don't
want her to get dressed yet, but no other action has been working either. I told her to
cover up the sex by making the bed in a flustered manner and then decide to use the dress
to taunt him and make him jealous. She loved it and it worked well.
We then did a run through that Tony came to (Thank God!). It was our first in the space
and I felt pretty good about it. It was definitely a stepping stone for Shaun and Gabby, but
Brian and Andy didn't seem to make any progress. All four agreed with my assumptions.
Brian and Andy both said they just weren't focused enough. The end blocking was all
screwed up and Andy needs to move a lot more in his scenes when Shaun is on the floor.
But Shaun has to move a lot more too. I'm hoping Tony can give me some advice as how
to communicate this to them in another way because I feel like I'm running out of
vocabulary!
Well, we'll see what he says and what Tuesday brings.

Rehearsal Journal
4/11/00 (#30)
Well, well, well, tonight was a breakthrough night. We ran the play again after going
over scenes 8 and 9 and going through Tony's notes as well as my own. They seemed to
tc1ke well to them -and I told them that I was going to givethem a "hands off" policy more
from now on.·It-was.their responsibility to trust their instincts to getout of their heads
and to get tnto their bodies with this play. I told them that Tony thought I had done
everything I .should and that they should be relying on me les.s.
With all that in mind, after Brian got back fromclass (I talked to him yesterday about all
this stuff) and after Dianna came, we started the run. Shaun stopped it right away because
the blocking was all off, but after we started, it startedgoingreally well.Brian was
phenomenal! He definitely had an epiphany with his character. He stopped thinking and
relaxed himselfright into it Brian was adelight to watch!
I

Shaun and Gabby really started getting into the brother/sisterthing more and more.. They
started playing with the moments and even though they did get a little too hot too quick,
they. really eajPy-ed themselves. At least, that was until the end of scene five ·into scene
six. All of a sudden, they started gettin_g scared. Their bodies started_to lock up and.after
Gabby skipped a whole .page of text that was just too much. Both Michele and I w.ere
ready to stop it, but it was too late. Shaun stopped it. He freaked out. He slammed his hat
down on the floor and screamed, "Fuck!" at the top of his lungs.
Dianna left and was totally fine with the whole.thing. As we.were talking,.it turns out he
was just really frustrated With both himself and Gabby. He knew they were locked out of
it and then when she skipped it just totally pissed
h im off. He said he wasn't mad at her,
he just felt like he was drowning and wasn't able to stop. I told him that of course he
·
could stop It's just a rehearsal that's all! Michele apologized for not stepping in sooner.
Gabby apologized for skipping. And Shaun apologized for freaking out. AU in all, I think
that for this play it was _definitely_a step that had to happen. I'm just glad it ha_ppened
before tech and before opening!
After all of this, I had Gabby and Shaun run lines for .scenes five and six, and then we
went right back into it again. Granted, it was a let down. They just weren't giving as
much because of what happened, but they were working. Well, at least untilthe last
twenty minutes. I didn't notice that we had gone over time and Michele was trying to
signal to me from the other side of the roombut it was.too late. I felt really bad They all
. had scene partners for classes that they were supposed to meet with and we fucked up.
Brian was totally coolwith it (for once) because
Michele andl apologized excruciatingly.
he had a great
I told
night.
him how
proud I was of him and how well he had done.
Brian
said that all he did was relax, as I said. Well, at least one person did without it scaring the
shit out him!
of _
After everyoneleft, Shaun stayed and actually really talked to both Michele and I!
Sometimes he lingers behind and l know he wants to talk, but for some reason he just

can't.
I was so glad that tonight he was going to be able to. He told us that he leav
feeling depressed half of the nightsand walking on air the other half. That he's trying so
hard and tliat nothing feels like it's working. He told us that he's never been depressed
like this in his life about a show and it scares him. I told him that I feel the same way, but
the difference is that I expected this to happen with this show and he probably didn't.
He
agreed. Thp reason I expected it, I explained, is because .that's what this show is .an
emotional roller coaster! So, how else should we feel when we've become so emotionally
attached to it as we all have. I told him that each day, he should look at the glass half full
after rehearsal instead of half empty. That he should find the positive thing he did that
day, the thing he accomplished, and focus on that first. Then find the thing(s) that he
wants to change or·work on and focus on those second. He thinks that will help. He.also
spoke to me about Gabby, and that the second she stops her body being connected to her
head and retreats into her head, it absolutely kills him. He said that he'saware that he
does the same thing and she must feel the same about it. He knows he's got to get out of····
his head. I told him that ifhe can see that she's not connecting and that she's thinking too
much, ma_ybe he should work harder and try to help her out of it. He liked that idea a lot.
The whole conversation started out a little weird though. He kept apologizing and I kept
telling him thathe didn't need to. I told_ him that I was sorry that sometimes I just don't
know what· else to do or say to make this whole thing works for him. He immediately
spoke up and said that he does not feel that it has anything to do with my direction. Shaun
said that he _tl)itlks I have done everything in my power to help him and the show.He said
that it was all up to him now and that it scares him because he's unsure of himself And
that's whenever Gabby's s unsure nature comes into the picture as well and combines with
him that he loses it. He just wants the show to be the best it can and he knows he can do it
if hejust trusts himself more. I was so relieved to hear all of this
come out of hismouth.
Finally it was clear to me that
he did understand everything I had been saying and that he
knew whatthe next step·was. Yeah!
So, it was a rough but I think a profitable night, and one that we won't soon
forget!

Rehearsal Journal
4/12/00 (#31)

Tonight was another good building block. We started off with my giving notes to them
from last night's run. We all agreed that from now on that was a bad idea ( even though
we had no choice at the time) since it really drained their energy.
The run was definitely an improvement, but not yet where the show needs to be. Gabby
and Shaun really tried to play a lot more with the brother/sister relationship. While all of
them started playing with the idea that they are always making fun of each other. It was a
little over the top. But, I always say that you have to experiment with the extremes before
you can find the happy medium. So, this was the other extreme of complete danger and
violence. They were just plain silly.

I tried to give really specific actions tonight in notes for Gabby. She has so much trouble
connecting her mind and her body. And, once she gets stuck in an action, she likes to
stick with it, even if I ask her to change it. I'm glad that I've been talking with Kathy
Baum a lot because she's worked with Gabby before and had some concrete ideas as
what works for Gabby and what doesn't. I know that Gabby is trying really hard, but if
the connection isn't happening, no matter how hard she's trying to fight it, then I just
have to take more control and be more specific.
Overall, the actors themselves felt very good about the run. Gabby and Shaun both felt
that they had made more leaps with it than they had in a while and they had much more
fun. Andy was absolutely thrilled, which he should be. He made some new and
interesting discoveries tonight. The only thing that I want him to watch is how he gets
really stuck in this odd angular topography. He always makes a sharp angle around from
the L corner, around the table and then to Shaun. We'll see what happens tomorrow. As
for Brian, he was off tonight, and he knows it. He was trying too hard for the joke and not
connecting with his character. Brian told me that he knows what to fix and what to work
on.
Again, tomorrow night will be the tell-tale night they all have to prove it to themselves
and to me.

Rehearsal Journal
4/13/00 (#32)

This has to be the most accident prone cast ever, as well as the oddest rehearsal night
we've ever had so far. First off, everyone started off with the weirdest case of the giggles.
Then, we had our freshmen crew there to watch for the one and only time.
We started off by having Gabby and Shaun run through the fight choreography again.
Gabby has been getting bruises and that's not right. This has been a little point of
discussion off and on for a while. Gabby wants it rehearsed like a dance and Shaun thinks
it needs to be more spontaneous. So, I tried giving them specific words that will be new
cues for new actions. This did work when we were rehearsing it, but Gabby said it got all
messed up and she got hurt again after our partial run. I'll get to that point in a minute.
Then, we worked scenes 8 and half of 9. I watched carefully and I think it's all there, but
the pace is just way too slow. They really need to pick it up and then I think it will be
much clearer and funnier. Andy really worked hard at breaking his typical topographic
pattern and it improved the scene immensely.
Then, we started the run, or we tried to. Shaun totally missed his cue to enter and when
he finally did, the song was almost over, Gabby was dizzier than shit and he enters,
laughing saying, "Sorry, I fucked up!"
So, we started again and boy were they on tonight. They played so many different levels;
both of them weren't thinking as much. Brian was getting back on the right track and
Gabby was totally connected to her body. I asked her later what helped and she said her
Alexander progression warm-up as well as my notes about movement from yesterday!
Yeah Gabby!
Ok, so everything is going great until Shaun hits his hand on the wall when he says,
"Shit! She blew the windshield out of my truck! Goddammit!" He hit his thumb on the
wall and at first he thought he broke it. Needless to say, he stopped the run, which I'm
glad he did. If he had waited any longer it could have gotten worse.
So, we did the whole medical thing. Shaun apologized, and we did notes and left. But I
have to admit that even though we only did half the show I feel that we were in a great
place and now we are ready to do tech. Besides we did half the show in 25 minutes!
Record time! Yeah!

Paper and Dry Tech Journal
4/14/00
I feel that today's paper tech as well as tonight's dry tech went fairly smooth. We were
unable to work on the door slams due to the fact that I really think we need to gauge them
off the individual actors.
Overall, it was much easier for me to communicate my needs to Dave for lights than it
was for me to communicate my sound needs to Scott. Obviously, both Scott and I have a
failing. I've never worked with a sound designer before and Scott has never been one. So,
it was a little rough going at times to make sure we were talking about the same things. I
think everyone probably thought I was an idiot, but I really would make sure that person
or myself would repeat the entire concept of the conversation that had just happened so
that I could make sure we were all on the same page.
I think we are ready to plunge into it tomorrow with the actors. I feel that these were
really productive steps for us to take before adding the actors in. We really did get lots
accomplished that they didn't need to be around for.

Technical Rehearsal Journal
4/15/00

Today really felt more productive than I have ever felt on the first day of tech. It is
normally very frustrating to me and always feels very slow. But, even with my lack of
sleep, it really felt like we were clicking right through the show. We were done with cue
to cue by dinner break and ran the whole show with tech afterwards.
Believe it or not, we had no real catastrophes and we really did fairly well even acting
wise for the run. They were very bitter and angry with each other this run, which were a
few steps backwards for them. It really left out the sexual tension and they seemed more
like they were forced to be with each other and not that they couldn't help but be with
each other.
Michele's biggest problem was calling the light switch cues. I kept trying to tell her that
she should just enjoy the stress and label it as excitement, so she wouldn't feel so much
pressure. She didn't take me up on the idea! Oh well! But, she definitely improved over
time and the run was pretty clean cue-wise.
The main focus for me now is the door slams. Dianna brought up a great point that I
hadn't really given as much thought to because it was hard for me to gauge the slams
since the mies only came up half the time. Anyway, Dianna asked me if the slams worked
the way I wanted them to when it came to telling the story. I had difficulty answering this
question and asked her to be more specific. After a few bouts over what we were trying to
discuss Dave finally chimed in and said that he didn't think I knew my options.
Immediately I agreed that that was it. So, Dianna said that she would talk to Jon and Scott
to discuss those options and we could start to play with them tomorrow.
Boy, did I feel stupid with this the whole time though. I just really don't have any
practice at communicating with a sound designer and boy did it show! But, that's the way
it goes.
Kim came to see it today and I'm going to call her Monday for notes. Overall, she told
the actors how well she thinks it went for a tech run and that we have plenty of time for
the little cleaning spots we'll need to do to make it perfect. God bless Kim Bouchard!

Technical Rehearsal Journal
4[16/-00
Well today was .a real different sort of day. We ran through a few trouble spots cue-wise
and then we ran through the show again in the afternoon. I was very disappointed in the
actors. Their performance was very weak. They -dropped lots of lines., they missed lots of
blocking and they just were not focused. Gabby was .especially unfocused. Then, at one ·
point, a quarter rolled out of Andy's pocket and right under the seating unit. That was it
for that run!

So, after much frustration and venting on my part, we ·came-back ·from break and got
ready to do another run. I took the actors into the Marketing Office while Michele drilled
a few more cues. Before we left though,I told them that I was disappointed in their
performances and that even though it is tech, they really need to be focused and not let
this valuable time get wasted. They agreed that they didn't have a good run and
apologized. I told them that I felt there was no purpose to my giving notes on the same
things that I had given them over a week qgo, so all I wanted was to do a speed through
That is precisely what we did and I think it was veryvaluable. Just before we went into
the Marketing office for the speed-through., Brian told me that he felt there was no sexual
tension between May .and Eddie and that.for his characterhe needs to see that. 1 told him
I'd-worry about it once people were focused and ready to really work. Until that time, I
can'.t do much. He got the hint to leave his nose out, but he
right.
was
The difference is
they
aren't there for one run, I can't do
that I do tijnk they've gotten there before and if hey
anythin_g to change it exceptto tell them they weren't on. The rest is up to them.
After the speed-through, Brian askedif everyone could go aroundthe table and ·say the
one thing that they wished the other person could do for them during the show. After a
little himing and hawing, Brian finally said that.he wanted more sexual tension. I chimed
in and said that the tension was what made Thursday's run ( or part run) so great because
it was finally starting to show. I told Shaun (and everyone) bluntly
that it's inherent in
the character of Eddie because he's a cowboy and cowboys are about sex. They walk
with their penises .out because they're either ready to saddle a horse or to fuck. They were
a litt1e shocked that that statement came out of my mouth, but it was the honest truth and
it through to Shaun.
I tll.i.nk I have to be blunt now to get
I

After all of this,.the,second. run was a vast improvement. I think.it was the best run we
have ever done. The tension.. was really starting. to get there and the moments were clear.
There were only a few tech glitches and the running time with the 2 Merle songs was
down to 1:27! Yeah! I wasreally proud of them.It was a great way to _e nd such a rough
day!

Dress Rehearsal
4/17/00
Tonight's dress went fairly well. Brian sat in his chair for about 15 minutes of pre-show
and I gave him lots of notes on what he could do to activate himself more. He made lots
of contact with the few audience members
and it wasvery nice! I really liked the effect.
There were a few costume notes, mostly about distressing both Eddie and Old Man more.
The lights don't let the distressing read as well as we originally thought they would. I
also brought up to Alison that I'd like to shorten ·M ay's red -dress a -little. ·lt's inhibiting
her action at the end. Alison wants to discuss it, but I don't think -it's a negative
discussion just a technical discussion.
The lights were much brighter this time, but Dave and I discussed how
could we change
the end light that goes up as the Old Man gets -out of his chair so it looks like there's a
chmattc mbment happemng. We'll see what tomorrow brings with that.
The front doorkept not shutting the whole run. It was frustrating to the actors.Turns out
Michele can't tighten it as tight as she did otherwise the spring in the knob won't-let the
latch close. Also, the gun broke in half, but I told Shaun not to stress, it just looked like
he took it apart outside to get ready to clean it. Then, the lights didn't go off during the
fight.before Martin's entrance until Martin had entered. The actors were left in the dark
for a long time. I told both Michele and Kelly if it happensa gain to not tum off thelights
because we'll just think he missed the switch and we'll let Andy cover it, which is a lot
· easier. It took Kelly a while to re-write the cue to get the lights back on, so the scene was
really thrown off.
I

I

Bob came.tonight. His biggest notes were, one he still doesn'{ agree with my beginning
but that's a matter of taste. It helped when we saw Eddie's shadow out the window, then
something was happening and
the story was being told. To Bob, Eddie can seem almost
gay at times, because he doesn't take May in as much as he needs to. I agreed with that
and.told.. him that every night.lgive him a few more..places to add either specific actions,
to breathe, or I tell him specifically what I liked and applaud his sexual nature whenever I
see it to encourage ·it. Bob said that I could try a desperate measure and tell Shaun on
openmg that I'm-sorry I've fatfed htm and see what happens. But, I thuik it's too much of
a gamble and I'm not sure how Shaun will react to that. It will probably throw him
completely off Also, Bob wants Eddie in the other chair for his monologue because even
though his voice is interesting, it's not enough. Plus it's too easy right now for him and
dad to connect.Ifhe' s in Martin's chair it will be much more of a challenge and much
more noticeable. I agreed that I had let him get away with making it easy on himself and
we switched it back, initially to Shaun and Andy's dismay until I told them why. The
other issue.that Bob had was May's monologue
and how if she takes more ofi t to Martin,
she can still be blaming him for interrupting this catharsis and for coming at the wrong
time. May has forgotten that Martin was coming and now she doesn't know what to do
with him, especially in this speech. Oh, and in Eddie's speech·he should try to get May to

come out of the bathroom so that when he tells Martin to back off she's in the room and
hears Eddie too.
All of these were ..good notes and I told Bob that
I .sometimes
I
feel like I'm in a tennis
match with all of this stuff. I know that these are my weak areas in this play and
sometimes I feel like I'm winning and serving and volleying right and sometimes I feel
like I'm justt rying to run to the ball before· it bounces out of the court. Bob said that he
can see that I've come a really long way and that I have gotten Shaun,Gabby, Andy and
Brian all to do things that he has never seen them do before and I shouldn't be stressed.
He also thinks that in the ·o ne week I have until opening I can really take care of these
flaws and get them pretty cleared up. Also, Shaun's lack of sexual tension onstage will
come m time and maybe 1t won'tbe exactly where I want 1t to be by the first weekend,
but .he thinks by the second weekend they'llbe much better. I think he's right, butTm
just going .tctkeep pressing it until it happens.

Dress Rehearsal
4/18/00

Tonight seems more like one of those average nights. There were lots of little things that
need to get worked on. I gave the actors lots of notes for polishing things up. I feel that if
I keep giving them more specifics each night (as many as I can write down) the better
they get. The actors really do take these notes to heart and I see them using and building
on them each time.
I am a little concerned that Shaun will never get to the place I need him to be physically.
But I am proud of him and I do think that he has come a long way since we started.
Gabby needs her monologue to be more focused and physically alive so it can take the
effect it needs to.
As for tech issues, the main one was the front door. It didn't open when Shaun went to
make his entrance. But, he was smart, went around and I slammed my foot on the ground.
Both he and Gabby stayed in the moment.
I was very proud at how little they noticed Tadd, our photographer, as he moved in and
around the space. Only one time did anyone really crack and that was Brian during his
last two lines. But, he worked through it and all was well.
I just keep thinking positive and I know that I have and they have all tried everything in
our powers to make this a good show. I do have a sneaking suspicion though that the
second weekend will be much stronger than the first. We'll just keep our fingers crossed
on that one.

Dress Rehearsal Journal
4/19/00
Tonight I thought was a little bit of a bigger step toward improvement. Malcolm came
tonight and .gave me .some .great notes.
Overall, he thinks they are working through too much tension andit isn't allowing for
moments to happen. Gabby he feels needs to feel her feet .o n the floor and breathe though
a lot of this anger. He thought Shaun was doing much better breathing but he really needs
to focus his breath into each moment. As for Brian, Malcolm said that Brian really needs
to find the vocal weight of the character and
the slowness of him. Malcolm talked-about
how Brian can be firm without being angry . .So, that at the end, instead of being so tense
and upset, he should be weak and vulnerable. That is what causes Eddie to decide to
break from his father and to break from May. Malcolm was unclear as to why Eddie left
at the end and he thinks this physical weakness that contradicts his earlier strength will
help Brian's character's journey much more. Then for .Andy, he thoughthis physicality ·
was alive and clear, but that he needs to find the vocal slowness/weight of his character.
Martin isn't stupid, but he's not a quick-thinker either.
Malcolm thought that Martin's costuming was confusing for the
southwest since one
doesn't associate rugby shirts with Arizona. My reply to Malcolm on that was, welt look
at Matt Benson and Jono Hustis. They don't dress in cowboy boots and tightjeans.
Malcolm agreed at that. Then I told him that the point is that these are not his clothes.
That he had to borrow them from somebody eIse and that they aren't
comfortable ·-for
him. Malcolm s note then was to maybe button Martin's shirt all the way up and make
sure it's always tucked in. So, if it does fall out, Martin is unsure as to how to fix the shirt
right without the help·of his friend whom he borrowed it from. ·Also, if his shirt is
buttoned all the way up, it tells us that he doesn't know how to wear a Rugby shirt. I
agreed with that as well.l'll give. both Alison and Andy these notes.
Actually, when I mentioned that to Andy as a possibility
once I check it with.Alison, he
was thrilled at the idea. It would really give him more activities and therefore, more
characterization_
I

All in all, l think the shqw is doing fine. I have to still admit that it's not where I wanted
it to be at this point. I think before tomorrow's run, I'm going to read the script again, my
clean version without · any notes on it and see ifcan
I find some new idea/direction to take
my characters so the story will be .clear. But for now, I'm not super
-·stressed, just a little
anxious and nervous. I am set.though on remaining calm and proud in front of my actors.
Otherwise Ithink if I send any negative signals it will affect them one hundredpercent
and I definitelydon't want todo that!

Invited Dress Rehearsal Journal
4720/00

Well, all I really have to say is that at least it can't get too much worse from here. That is,
unless the theatre blows up in the middle of the performance! Actually, it wasn't all that
bad, but not a single actor was communicating to another person on the stage and Gabby
was really pushing herself physically and vocally.
I gave notes separately to the actors, which I realized I really should have used this
procedure all week. My notes to Andy went first since I to1d him to rea11y concentrate on
hisaccent. He wants to listen to the tape every day as part of his warm up because he
does feel like ·he -reall_y -isn't -connecting to his character. I told Brian that he needs to try
to -get something from Eddie atthe .end and .that tonight I didn't feel like anything was at
stake. Brian agreed with this. For Shaun I gave him lots of addifional details like I have
been all week about how to be more physical and sexual.He took them all
well, except
for his commentthat there seemecf to be an ;iwful lot for the day before opening. I
retorted_thatljust..have problems giving up control of myshows and laughed it off. 1
don't think he really believed me but that's because he's partially right. I am still
concerned that he won't be able to get there by tomorrow, but we'll have to waitand see.
As for Gabby, we talked and she agreed that she was whining, weak, vulnerable and a
"pity me please" sort of character tonight. She was displeased with herself. I told her that
at least she learned a viable lesson. From now on, she'll know precisely how she does not
want to feel on stage as May and she won't ever let herself go there and portray the
victim evet again. Gabby was disheartened, but I told her that I do think that she can do
this and that it is probably my fault for letting everyone listen to everyone else's notes. It
gets confusing and not all actors take each note the same way. So, the note about really
connecting tothe breath simply made her a heavy breather and that's why she seemed
victimized. Gabby agreed that Malcolm's terminology doesn't really work for her, so I
toldherihati was sorry for ever confusing herto begin with and that she should go back
to what she knows. Gabby told me to not worry about it at all and that we both learned
We hugged, and sheleft.
lessons from today that neither of us will forget.
I

Actually, with all of this, I do think we're in really descent shape for opening
night ... TOMORROW!

Performance Journal
4/21/00 (OPENING NIGHT)
Wow! Wow! Wow! I really can't believe it! I have never been so proud of any actors in
my entire life. I guess lately I've been feeling really lost and disconnected to this whole
process, but tonight brought
me back to life!
First off, at 6:45 I met with Shaun and Gabby to clean up the fight choreography one
more time, which was very successful. Gabby had been too quick tofight back and the
dialogue was getti_ng cotn_pletely cut, some of which is very important. I gave her specific
cue
wor.ds to start fighting on and that really seemed to help.

(
Then at 7:10 every single actor and crewmember (plus Laura.!)_gathered to_gether on the
stage and we all joined hands in a circle. I told them how proud I was of every single one
of them. I also told them how scared I was when I chose this
play about actually getting it
up on its feet. I never once had·-thought-lcould have gotten-it -to this point -and I have
done that because of each and every one of them. I told them all how they are now a team
and that they should right now look each and every person in the eye to tell them that
they know the other one is there and that we are allh ere to work toward the same goal.
Then, I said that it was my pleasure and honor to tum·the·reigns over toMichele. I told
everyone that I trust her com_plete_ly and that I res_pect her and all the work she has put
into this show. That each person should now give her their full respect and attention just
as I shall. This show is hers now and I trust her wholeheartedly.I toldthe actors
specifically that Michele would be givinga cting notes, as it is her responsibility to ·
continue on my vision. We did one last squeezing of our hands and I told them all to have
fun and to break a leg!
I was so very nervous the whole night from the top of that speech until
the applause at the
end. I .do haveto say.thattonight' s performance was the absolute best they had. ever done
it. Shaun' s_physicality and sexuality took amazing strides, Gabby was a little frazzled and
strained at the beginnin&. but she.became centered and strong for.the.rest, Brian was..
secure, strong and funny and ·Andy was a regular
riot!
They all made me so proud. I can't believe how great they all are!

Performance Journal
4/22/00 (#2- matinee)
Well, this was a sorry disappointment in comparison to opening. First off, we had no
house-manager so I had to run around untii finally I ended up getting Dianna to ·help out.
Then, we only ended up with an audience of about twelve. Plus, Michele had a fever and
looked like she ·could pass out at any time.
On top of this, the entire stage went to complete black twice for about three seconds each.
It turns out the light board socket was not even attached to the wall, but Kelly could
check it out until after the show. Then, the porch light went out so the stage was in pitch
black during the:fight scenes, whichmade me panicthatihey' d get hurt. The .actors told. ·
me later that they actually could see each other just fine. Thank God!
Then,vocally, Gabby was straining the entire ·show ·and Brian strained at the end. It was
absolutelyunbearable to watch and .listen to . I knowwhat happened to Gabby, she
realized she was_pushing,
tried to overcom_pensate with her body and then not a single bit
of her was connected to anything! But both Brian and Gabby must not have done a
sufficient vocal warm up,which wouldn't be hard to
believe considering both-ofthem
had family up for opening. They obviously stayed. with.their families too long_either last
night or this afternoon and now they _paid for it.
To make matters worse, the reviewers from the New Times and the Student
Voice were
both there, as well as Jim and Geri .Clark. ·Geri kept .wincing ·every time either .Gabby or
Brian strained vocally. She bluntly looked at me a few times, and even though I didn't
make.eye contact with her, she could see my concern.

I'm going to

ask Jim and Geri to come back for another performance, because I don't

think it'ss fairto be judged on a performance that'sbarely 12 hours .after opening, which
is something this department never does. Unfortunately I had to because of Easter being
Sunday-, I told Heidi; who was also there; that I also don't think: its fair having two
reviewers come on that day either! Luckily Heidi chased after Jim from the New Times
and explained a few things to him

I had an interview following with the reporter from the Student Voice. Luckily, she didn't
notice any difference; she told me she loved it! So, hey, who cares what reviewers think
anyway? It's just oneperson's opinion and that'sall.

.
As for Gabby and Brian I told Michele to give them the vocal notes. Which she did
(while I wasn't in the room) and she
told methat Briantook the note, but wasn't happy
and Gabby was .out and out displeased. Looks like I might be talking to them tonight....
.. ... .

Performance Journal
4/22/00 (#3 - evening)

Oh my fucking god! I am one hundred percent com.pletely stunned and amazed! They
fucking nailed it to the wall tonight! Today has been one hell of a day. We really have
turned the tables on this show in less than twelve hours!
When I arrived Michele .pulled me into the Marketing office to tell me that Gabby had
apologized to her for not responding kindly to the note about needing more vocal warm
ups. Michele also filled me in more ·o n the
whole Brian situation from this-afternoon and
that he had.railed .on Gabby (not to her) but in front of.the entire crew and the reviewer -.
from the Student Voice! I told Michele that after the performance tonight she needs to
speak to him .aboutproper etiquette and that this behavior is com_pletely intolerable.
Then, Michele proceeded to telhne how Gabby informed herthatwhenever the ·guys
complain about the.performance that already happened, it really throws her. She is
already thinking of the next.performance and doesn't want to dwell on the_past. Michele
asked for any suggestions on how to discuss this without it seeming like Gabby
complained. I told her to.-look for a window ofopportunity and then grab it.
I then went downstairs and saw Shaun, Brian and Andy talki11g to Walter who just so
happened to be praising them for their performance this afternoon. They all groaned and I
said to them, ';.lky-gt,tysi Forget about it and focus on the future. The past is the past and
there isn't anything you can do about it no.wt' I used lots of energy and enthusiasm.
Shaun replied that he was focused and that it wasn't going to affect his next.performance.
Then Gabby came along and she started a conversation about her ·vocal straining. ·It was
just as I suspected. She didn't know how to. bring herself out of it and overcompensated
her body for it, which she knew was the wrong choice. I told her next time, if that
happens, to drop it down to nothing and then start from there. She pretty much said,
said she had no idea ·why ·she hadn't thought of it ·at the time. I told
"Duh!" to this and
her, it was just a.mistake and that this.is.just a. show and she is a student. So, she should
learn from it and that's all. She gave me a big hug and told me that she did a good full
one hour vocal warm up to ground herself more vocally and then physically as well. I

told her thatwas a great-idea.
Ironically, just as we were ending this conversation somehow Shaun was groaning a little
about this afternoon again. So I yelled down the hall to him, "The future! Focus on the
future! Think positive and forget the past!" He yelledback,
"I know! I am! I'm sorry!
!"
whole thing! ·could see gabby staring at me out of the corner of my eye. She ·. ·
During- this
was definitely wondering if Michele had told me. But I simply ignored her, told everyone
to break a leg and I walked away.
We turned ·away about 20 people this evening and the Cloud Nine cast and crew were
to make it after all! Craig was there and so were Susan Appel and Mike Dempsey.
Rick Jordan and his girlfriend showed up as well. It was a thrilling night. After the top-

able

notch performance., I ran -backsta_ge and we allhugged. They all were saying, "Wekicked
ass/ and things like that. I told them that they sure did and thatI was so proud .ofthem I
couldn't even express it enough!
Then, I tried getting back into the theatre, but everyonekept hugging me and telling me
how much theyliked it. Susan took my hand.and squeezed it hard Her eyes were bright
and she said, "Congratulations Judy. Terrific work!" I saw some more people in the lobby
a bit later after I checked in with Michele. Craig came and hugged me and told me that he
thought the show was fantastic! He was really proud
of me and of all of us! Corey
Volovar really touched me.with what she said.-She grabbed me by both my arms and practically·touched her forehead to mine. As she told me how thrilled she was and that
she was -even more thankful nowthat she didn't have to miss it because of-Cloud Nine.
She kept touching .my face .and her .chest the whole time she was flabbergastingly trying
to thank me for doing so well 1
But the one thing comment that sticks out the very most was from Kim Gatewood. As I
was talking to Gabby's mom, she came up to my side, and took my arm. She waited until
I was done and then pressed her nose close to my ear and whispered to me that seeingthis
has made her decide that she still should do theatre. She had recently given up an hope on
theatre, except for children, and thought that it was all corrupt and shitty. But now, she
wants to keep acting and being involved in theatre becauseof my show! She told me that
she was so proud of me and that I had _touched her more deeply than I could .e ver
imagine. I thinks right.
she's

I am proud of them somuch so, but I suppose that I will never really realize the impact
that my show had on people tonight. I don't think a single person that I even remotely
knew left the theatre tonight without thanking
and telling
me
them that they were proud! I
will remember this night forthe rest of my life!

Brush Up Rehearsal Journal
4/25/00

Man, I am so surprised at how nervous all of them were to get back into it tomorrow.
Except for Andy, they were all still a bit paranoid about the break and how they would do
tomorrow night. I simply told them that all they needed was this speed-through to get
their brains refocused and then a really good, intensive warm up. I told all of them that I
have complete confidence in each and every one of them as professionals and that they
should stick to their guns and try to hone in the positive energy from Saturday night.
Shaun specifically asked, but they were all curious, about what the faculty has said to me
so far. I told them that I haven't officially spoken to anyone and I suggest they do the
same. I said that other people's opinions will only cloud your own judgement and that I
was blown away by Saturday evening, as was everyone else and that's enough for me.
I was a little disgruntled when Gabby and Brian mentioned to me after the speed-through
that Tony had given them a specific direction about scene 4; to tum it into a "duet." I'm
shocked that he would have done this without consulting me first, especially since he said
he never would. I told Gabby and Brian that I have not spoken with him, but left him a
message on his machine and told him to call me both at work and at home. I have not
heard from him since.

J

My response to this was to ignore this note from Tony as well as everyone else's. That
these are expressions of taste and not craft. That as far as I'm concerned the story and the
characters are clear. That is what I came to do and I did it. Also, the fact that no one
could leave Saturday night without hugging me makes me believe that I entertained and
engaged my audience as well. This fact thrills me and I won't change a thing
Gabby and Brian were relieved to hear this. Brian also had an additional question to me
about why his character cares so much about making Eddie be like him. I took him back
to what we had discussed at one of our first rehearsals. Why do fathers want their sons to
follow in their footsteps? So they can leave a piece of themselves in living existence and
not just in memory. I went through a few examples: like the father is a mason and so
wants his sons to be masons and keep up the family business. Or, why Italian specifically
always have a namesake. These really helped clear things up for Brian. He had forgotten
about this aspect of his character and of our work. He remembered it as soon as I started
getting into the details.
Gabby did bring up one other thing. She said that Susan Appel had told her that she
should be much stronger and more grounded as May and less vulnerable to Eddie's
advances. I responded to Gabby with that this is how Susan would play the part and for
Susan and whoever her director would be this might work for. For myself and for Gabby,
it does not. I told Gabby that it is always in an actor's nature to suggest another way of
playing a role to a peer, but that it should always be kept in context, especially if that
other actor has had nothing to do with this process. Opinions are opinions and they are
nothing more than that. Gabby was thankful for this comment.
This was a harder rehearsal than I ever really thought it would be. But my confidence
remains!

Performance Journal
4/26/00 (#4)

Tonight was one heck of an interesting night. The performance itself held a totally new
aspect for me. I have never had any show of mine (besides touring shows) last longer
than 3 performances, so this being the fourth, I really started feeling more like an
audience member. It was really interesting too, because the actors made lots of different
and interesting choices tonight that they had never done before, especially Shaun. This
was definitely his strongest performance.
There were only two rough spots, scene four and Martin's wishy-washy behavior. Andy
had just gotten the results back from his junior evaluation and was not a happy camper.
He promised me that he wouldn't let that affect his performance, but it obviously did.
After the show Gabby and Brian ran up to me. They were so pissed at Tony for saying
anything to them about scene four. I could tell, and they both admitted, that they were
thinking about it the whole time. It really did affect the scene. I told them that they really
just need to ignore it and move on. Tony made a mistake by giving them a note and they
need to realize that that's all it was, a mistake. This show is ours and we have done a
good job with it. No one else deserves to stick their noses in where they don't belong.
While I was telling this to Gabby and Brian, Andy walked up and started joining in on the
Tony-bashing. Andy told me that not only had his evaluation not went well, but right
after it, Tony gave him a note to find the line and walk the line more between gentility
and coarseness. It totally confused Andy and that's what obviously happened with his
character work tonight.
Andy was convinced it was a poor performance and he kept apologizing to me. I told him
to use it and to move on. That everything, even what seems to be a bad thing, can boil
itself down into a learning experience. Andy agreed but he said that he really should have
just gotten over it and moved on. I told him it was good that he realized that, but that he
should know that he can't always expect himself to be ideal in every personal situation.
From now on, he'll
11 know that he won't ever want that to happen again.
I am definitely calling Tony in the morning to get this whole thing straightened out.

Performance Journal
4/27/00 (#5)
Tonight's performance went really well. I was really pleased that Malcolm and Katy
came tonight. Andy was really on tonight despite everything that happened yesterday. I
did speak to the cast to"touch base quickly" with them. I told them that they passed the
Rob test and
the Mom test. Basically, that both Rob and Mom understood the·story, the
characters and what the theme of the play was. Also I told them about the woman in the
audience last night who was so excited and into the show that I could hear her reactions
the entire time. It was really cool. Like, when Eddie came on with the gun, she said, "Oh
my god, he's gonnakill her!"
The cast was thrilled to hear these things and the comment that Michele had. She told
them that she had overheard a couple ofnameless faculty talking about howjealous·t hey
were that they couldn't_put on theatre like that. Of course the cast, and myself included.,
are
interested to hear who these people are, ·but Michele won't tell.

all

The point was made thoIJgh and I really think it had a positive effect on the show. The
audience tonight was very vocal, even though we were only a little over half full. This
helped quite a bit.
Malcolm and Deb Welsh stopped me after the show. And Malcolm said first, but Deb
seconded this: they both couldn't help telling me how they thought the show was superb.
Malcolm said that he couldn't believe the huge leaps and bounds that had occurred in just

Malcolm said that he couldn't believe the
more concrete. Deb thought it was wonderful. This made me so.ha_pp_y!

Also, Katytook me out to the Inn Complete afte1 a.ml we talked a lot. about the show and
my process. She thought itw as a huge turn around fromour second run through and she
couldn't believe the work I put up. She did comment honestly that there were certain
lacking pieces to the characters; but these were things that were totally out of the realm of
my control. It is too difficult for students who arejust starting to really learn about what
true
love and relationships are built on to fully producea show like this.
I forgot to mention that Joe Whelan also had this comment. He thought Gabby could
bring more to clarify May than Shaun could possibly bring to clarify Eddie. The simple
fact in life is that women experiencethese deep emotions and
s tart to analyze
them much

life is that women experience these deep emoti

All in alltonight was a terrific ego boost forall involved!

Performance Journal
4/28/00 (#6)
Tonight's performance was another strong performance, but nothing yet has surpassed
i ssue
last Saturday evening's performance. I have to admit, due to a personal relationship
with Rob, this was an extremely difficult show for me to watch. I cried a few more times
than I would have, -especiaU y -since I've seen it a zillion times.
The cast and just the plain fact of doing a show did make me feel a lot better. I was a bit
disappointed at the tum out. I would have expected another sold out house for a Friday
with Cloud Nine since theyopened tonight.
night, but I suppose we were in competition
!

On that note, I have to say that I was also disgruntled to hear the noise coming through
again at one of my most critical parts of my show. We had never heard this before while
tonight after Michelegave
they were tecbmt;the'mow and to hear it last night and
Heather a µote, well I was a bit perturbed to say the least. Michele told me that Corrine
had said, "Well it's part of my design." My answer to that comment was, ''Well, it's not
part of my show, ·so therefore; I shouldn't have to·hear it.'' Supposedly Heather took the
levels down, but I saw absolutely no im_provement. I will be speakingto Dianna about
this as well as the poor house management we exp_erienced.
As for the show itself I was very proud of the actors, even though the time dragged a
little. Shaun asked me directly if his pace was off and I told him yes, since he asked and
that maybe
if he remembersthe playfulness, that will help him with his pace. He agreed
that he had let that
a bit
slide
and had focused too much on the love
and not on the t-easing
nature.
All in all,this was another fine .performance to be proud of.

Performance Journal
4/29/00 (#7)
Tonight's performance was a little off for some reason. I mean, I know why, they all kept
dropping lines in the strangest places, especially Shaun. They all did a great job covering
for each o t h e r t h o u g h
as.act01
I sh
myaentire
ve
e cast
to
agreed
s athat
y ,they all feel weak
when .it comes to improving for missed lines on the spot.But tonight they showed-t hat
they could do it. All they had to do was to trust themselves a little and we didn't even
miss any big story elements from all of it. But, needless to say, it was still a little weird.
Again, we didn't
have a full house,
about
six empty. seats,
which only disappointed
me I
.
.
.
.
guess because
the actors seemed to be impressed by it. I have to say that the dropped
lines made this performance an odd one, but not a weak one.
I'm starting to get sad aboutbeing
tomorrow
the last performance. I can't believe that this
play, which has meant so much to me (either directly or indirectly) for the pasttwo years,
is almost over and so is the certainty of lots of directing experience. Again, reality hits!

J

Performance Journal
4/30/00 (#8 - CLOSING!)
Well, well, well, that's all folks! I can hardly believe that it's done! It really does make
me sad. I'm going to miss working on this show so much I can hardly believe it. I was
thrilled that Kim, Jenn
Pett, Bob, Maria, Tracey White and my family came to see this
performance It was truly a wonderful way to end the run. We only had four empty seats
including the one I took.
all the cues wet e pet feet (except for the light that
The actors did a terrific job almost
Eddie hits by the bathroom) and even-Brian cried on his last lines, just one solitary
t ear.
That was it, I lost it with that. All the emotion, the sex, the love, the hate, the desire, the
need to break away, it was all there!

This. definitely was comparable to the first Saturday night, except for the fact that the
audience was a lot more quiet (less students). But it was on, it was tight and it was
phenomenal.
I have neverin my entire life felt so proud as a director has and so sad to leave a show. I
watched ittstart· from nothing, grow and blossom. Now it's over and I feelreally empty.
My paper will actually I think be very therapeutic since it will help me to relive all my
happy, sad_, maddening, elated_, frustrating times that I've had on this show.
After it w a s o
a large
ve
group
rhug
, byw
the dressing
e a
rooms
land
l I cried
di
a few
d
tears and told them thatthey have made nie so very proud to be a director. Nothing could
be closer to the truth. I will miss this all so very much.

Appendix D

Fool For Love
Audition Information
The characters-as well as the thematic material in
this script were what convinced me to select it for
my thesis.

These are strong people,. stuck in a spiral that they
cannot see-m to es·cape fro-m. Their emotions turn
on a dime. One minute they're hot, the next cold.
They have a very limited sense of -control over their
environment.

C

It was these strong characteristics that inspired me
and attracted me to this script, so much so that I
want to write a HUGE paper on it!

The characters:
May -

a woman strong enough to attempt to
break "the cycle," yet emotionally put
through roHercoasters of turmoil by her half
brother and lover, Eddie.

Eddie - a cowboy, a stunt man, strong and wanting
to be independent, but gravitates like a
magnet towards - his ·half sister and I-over,
May.

Old Man - the man responsible for starting the
patterns that May and Eddie are
entrapped in. He is their father and
only exists to May and Eddie, no one
else.
Martin - May's date for the evening·. The outsider
and despised by Eddie for what Martin's
mere existence represents: May's attempt
at independence.

C

INTERESTED??? I hope so! Break a leg everyone
at auditions. I will TRY to have my callback list,
with days, times, sides and other information you
all care about up by Friday morning at the latest!
But since this is my last show here, I can already
tell you, I'm going to take my time deciding!
Break a leg everyone and if you have any
questions at all, please come and find me!
Phone:
H/ 662-3677
WI 443-1133 (or drop a note in my box!)
THANK YOU!!!

JudyBunker
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NY.

SHE WAS PREVIOUSLY SEEN IN THE BLACK Box

PLAYERS' PAPER BAG OPERA, LESBIAN

& SUMO

BAG, AND AS WENDY IN

James Clark
Deborah Murphy
Serwatka

WOMEN & WALLACE.

SHAUN KEVLIN (EDDIE) MOST RECENTLY PLAYED CONRAD IN THE DRAMA

Full Time Faculty

DEPARTMENT'S PRODUCTION OF MUCH ADO ABOUT NOTHING. HE ALSO
PLAYED HARRY

Y.

Susan Appel
Gerardine Clark
Rodney Hudson
Elizabeth Ingram
Malcolm Ingram
Alexander Koziara
Victor Lazarow
Craig MacDonald
Anthony Salatino
David Wanstreet
Frederick Willard

ESTERBROOK IN SYRACUSE STAGE'S INHERIT THE

WIND.SHAUN IS A SOPHOMORE DRAMA MAJOR FROM EASTGREENBUSH,

NY.
BRIAN POLLACK (OLD MAN) IS A JUNIOR MUSICAL THEATRE MAJOR FROM

WAYNE,

NJ.

YANKEES, A

HE HAS PREVIOUSLY APPEARED IN CAROUSEL, DAMN
CHRISTMAS CAROL, AND AS WALTER IN THE SYRACUSE

STAGE UNDERSTUDY COMPANY PRODUCTION OF You NEVER CAN TELL.
ANDREW DEROSSET NEWLIN (MARTIN) RECENTLY APPEARED AS PATO IN
THE SYRACUSE STAGE UNDERSTUDY COMPANY PRODUCTION OF THE
BEAUTY QUEEN OF LEENANE. THE JUNIOR DRAMA MAJOR ALSO APPEARED
AS GRIEVER IN BLUE WINDOW
AND ADAM IN THE BLACK Box PLAYERS'
COMPLEAT WORKES OF WILLIAMSHAKESPEARE, ABRIDGED.

Adjunct Faculty (Spring Semester)
Dianna Angell
Dave Bowman
Don Buschman
Kevin Casey
Garrett Bligh Eisler
Joan Hart
Heidi Holtz

MICHELE FUGATE (STAGE MANAGER) IS A SOPHOMORE STAGE
MANAGEMENT MAJOR FROM BALTIMORE,

MD.

SHE WAS STAGE MANAGER

FOR THE BLACK Box PLAYERS' SEARCH AND DESTROY AND PAPER BAG
OPERA . SHE WAS THE ASSISTANT STAGE MANAGER FOR RED NOSES,
BLACK Box PLAYERS' ONE FLEW OVER THE CUCKOO'S NEST, ANO
SYRACUSE STAGE'S JUST So STORIES.

EILEEN HESPEN (ASSISTANT STAGE MANAGER). FOOL FOR LOVE MARKS

Robert Moss
Lisa Nicholas
Stuart Plymesser
Debra Swerman
Amy Taylor
Deborah Welsh

THE INAUGURATION OF EILEEN'S STAGE CAREER HERE THE SU DRAMA
DEPARTMENT. SHE IS A SENIOR FILM MAJOR FROM MAYFIELD HEIGHTS,
OH.

Faculty in London

Marie Kemp

STUDENT PRODUCTION CREW
Costume Shop
Graduate Assistant
Crew

Soon Wha Choi
Leslie Dinnicole, Jessica Bear, Lauren
Charkow, Jessica Craig, Heather Rosenfeld,
Erin Race, Roslyn Seale

COWBOY'S DREAM

EVERY COWBOY HAS ONE,
JUST LIKE HIS HAT, BOOTS AND JEANS .

Lighting
Supervisor
Crew

IT'S PART OF HIS GENETIC MAKE-UP,

Erica Matchett
Carmen Barcelona, Meredith Brown, Laren
Creel, Courtney Lane, David Stepper,
Kendra Wales, Joshua Young

THIS THING CALLED A COWBOY'S DREAM.

Now THIS DREAM HAS MANY SECTIONS,
AND EACH SECTION HAS JUST AS MANY PARTS .

BUT

THE END RESULT HEADS TO A COWBOY'S TOUGHEST

FEATURE,

LOCATED SMACK DAB IN THE MIDDLE OF HIS HEART.

Scene Shop
Graduate Assistant
Crew

Prop Shop
Supervisor
Crew

Scott Selmeski
Deborah Brightman, Sarah Dale, Diamondo
Stratakos, Alice Wedoff, Paul Sturtevant,
Erica Campaigne, Danika Wood

Now GIVE THE COWBOY CREDIT,
CAUSE HE ' LL TRY HIS DAMNDEST NOT TO SHOW IT.
BUT MOST OF US HAVE BEEN THROUGH IT ENOUGH,
To SPEAK IN DETAIL ABOUT HOW WE KNOW IT.

HIS VISION OF PERFECT BEAUTY,

SamuelS.Sheehan
Abigail Vanandel, Erin Buchanan

ONE THAT COULD STEAL HIS BREATH AT ANY MOMENT.
A

LIFE PUT ON HOLD AND A MIND ON EDGE,

BY THE RECURRING DREAM OF THAT SPECIAL WOMAN.

WITHIN HIS LIFE OF SOLITUDE,

Publicity
Supervisor
Crew

A COWBOY'S MIND IS PLAGUED WITH LOTS OF TIME .

Judy L. Bunker
Emily Agy, Teanna Dimicco, Ryan
Dornbusch, Shira Etzion, Ronit Feldman,
Louis Giamelle, Kari Ginsburg, Marissa
McGowan, Laura Perloe, Lauren Possee, John
Poulos, Christopher Rummel, Evan Salama,
Mark Schweikert, Jason Simmons

TIME SPENT ON OPINIONS HE' LL NEVER USE,
AND THE GIRL HE MIGHT NEVER FIND .

MOST ANY COWBOY HAS HAD HIS SHARE,
OF WOMEN ALONG THE WAY .
AND PEOPLE WILL ARGUE HE'S JUST A PLAYER,
USING THOSE WOMEN IN HIS SINISTER GAME.

BUT THAT ISN'T TRUE FOR THE BETTER OF 'EM,
AND IF YOU COULD GET HIM TO SPEAK HE'D PROBABLY SAY,
THAT HIS COWBOY DREAM WOULD BE HIS PERFECT MATCH,
ONE FROM WHICH HE' LL NEVER STRAY.

HER HEART WOULD BE AS BIG AS HIS,

FOR YEARS AND YEARS THEIR FIRE WOULD BURN,

HER SOUL AT LEAST TWICE OR MORE .

THROUGH ALL THE NASTY, STORMY WEATHER.

So SWEET AND RARE, A DESERT JEWEL,

AND WHEN IT CAME TIME TO END IT ALL,

LIKE A ROSE WITHOUT THE THORNS .

THE COWBOY AND SHE WOULD TAKE ONE LAST RIDE UP TO HEAVEN
TOGETHER .

SHE'D SMELL LIKE THE MOUNTAIN FLOWERS,
AND HER LIPS WOULD HOLD THE PERFECT TASTE.

WELL SURE AS THE COWBOY WAS BORN TO RIDE,

THE DESIRE SHE BRINGS HIM MAKES THE TIME WITHOUT HER,

HE WAS ALSO BORN TO DREAM.

TIME HE'S MADE TO WASTE.

ALL THE WOMEN LEFT IN HIS WAKE,
WILL NOW KNOW WHAT HE MEANS.

HER EYES WOULD DANCE WITH A MILLION EMOTIONS,
CHANGING NO MATTER BROWN, GREEN OR BLUE.

THE COWBOY HAS A WAY OF HIDING

HER FLOWING HAIR STRAIGHT FROM ANGEL'S SPINDLES,

THINGS HE NEVER WANTS TO SHOW.

TAILOR-MADE TO RUN HANDS THROUGH .

THE MOST IMPORTANT BEING HIS BROKEN HEART,
WHICH THAT SPECIAL WOMAN COULD MAKE WHOLE.

AND THE CURVES OF HER LUSCIOUS BODY,
THE ONES AT HOME IN WRANGLER'S OR IN A SUNDAY DRESS,

FOR YEARS, IT SEEMS, HE'LL TAKE THE WAIT,

HAVE A WAY TO MAKE THE CLEANEST COWBOY,

TILL HE'S ABLE TO SLIP OUT OF 'DEM JEANS.

TURN COMPLETELY INTO A BIG ' OL MESS.

WHEN HE' LL CRAWL INTO BED, AND REST HIS HEAD,
IN THE ARMS OF HIS COWBOY DREAM .

OF COURSE, SHE'D POSSESS A STREAK OF TOUGHNESS,
CAUSE THE HAY NEEDS BUCKING AND THOSE CALVES NEED A BRAND .
AND WHEN IT CAME TO MOMENTS OF PASSION,
HE WOULD FEEL THE TENDERNESS IN HER HAND .

THE COWBOY DREAMS OF RESCUING HIS WOMAN,
FROM THE HUSTLE OF TODAY'S STRESSFUL MIX.
THIS QUIET KNIGHT COULD SLAY HER DRAGON,
AND WIN HER HEART, WHICH HE WOULD FIX.

IN RETURN SHE'D MEND HIS WOUNDS,
ACCUSTOMED TO ALL THOSE RODEO FALLS .
AND AS LONG AS HE WAS WILLING, HER GUARANTEE TO HIM
WOULD BE HER BY HIS SIDE THROUGH IT ALL.

THEY'D SPEND THEIR NIGHTS ON AN OLD PORCH SWING,
EMBRACED, AS THEY GAZE AT THE STARS.
KNOWING THEIR LOVE IS FOREVER SAFE,
WITHIN . EACH OTHER'S ARMS.

-POETIC COWBOY

PROGRAM ADDITIONS:
SOUND OPERATOR

SPECIAL THANKS

TIMOTHY CHESNUTT

JONATHAN

R.

HERTER

DIANNA ANGELL

PROPERTIES COORDINATOR
MICHELLE FUGATE
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art imitates life

A soon to be graduate of Syracuse
University, understands the relationship
between a drama and its director,

By Sarah Rainone

by obse'ssion. He also took lessons from a former rodeo -performer to perfect his role a
the lasso-wielding stuntman. Brian Pollack plays the ghostly father and traveled to the
zoo to observe a lion in order to emulate a character who is old and broken, but still
possesses a silent power. Andrew deRossett Newlin is aslo perfect as May's confused
and innocent date, with his wide-gaping eyes and his gulps and shudders after he
downs Eddie's tequila.
Bunker worked with set designer Laura S. Brignull to create a scene that traps both
the audience and the cast into the cycle of the
characters. The set combines circles of color
that trap May and Eddie in the corner of the
room where the bed rests. Bunker chose to put
the kitchen table at the forefront of the stage to
symbolize the area where the characters tell the
truth. "At the table, they tell the truth, become
real. The second they move away, they are trying to cover something up," Bunker explains
that putting the bed in the forefront would mask
the play's message, "It's not about sex. It's not
porn. Its real people and real life, and no one
$hould be laughing at the characters or getting
their jollies. If I put the table at the back, no one
would care about the truth."
This production veered from Shephard's
stage directions. Bunker and Brignull placed the
father character on the same level as the other
Justin Yurkanin/Staff Photographer characters, whereas Shephard placed him on a
pedestal. She said she thought it was important
that he be no higher than any of the other characters.
Bunker said Shephard once visited another production of 'Fools in Love' and took
notes. Interestingly enough, many of his criticisms dwelled on places where the director failed to veer from his instructions. Bunker needed to change these areas. She said
as the script stood, she knew little about the characters. By strengthening May's character, and providing more interaction between May, Eddie and the father helped bring
the characters to life. She believes Shephard' s plays should be interpreted differently
by each director. "Some people may not like my changes. I'm sure I'll have to justify
them in my thesis. And I have no idea what [Shephard] would really think."
Certainly he would be proud of this young director who has broken through the
cycle of tradition.
Fools in Lovewill continue showing at Syracuse Stage Thursday, Friday and
Saturday nights at 8 p.m_. and Sunday at 2 p.m. The box office can be reached at 4433275.

NEWS EDITOR

Sam Shephard's play "Fools in Love" proves tha life's cycles can be broken if it
moves in a destructive direction. Graduate student Judy Bunker directed "Fools in
Love" for her masters thesis project, but the play represents a deeper meaning for her:
breaking those cycles that keep people from moving on in life.
Bunker loves sitting back and watching actors
put on the costumes and play the parts of her life.
''I don't use my life as a secret. I use it to help my
art. It's healthy, a kind of psychology," said the
25-year-old, the youngest graduate·director at SU,
"If it happens in my life, I'm ready to put it on
stage."
"Fools in Love," now playing at Syracuse
Stage, tells the story of a man and woman who
are trapped in a cycle of each other. Neither can
move on from the other. A ghostly, but real,
father figure haunts them and wishes to trap them
into his same mistakes. It is only when the characters confront the reality of the ghosts. in their
past that they can move on to the future.
Choosing to present the play was an important
step. · Bunker said Shephard rarely discusses .t he
fact that most of his· plays have similar themes of
a man, a woman and a father figure. She also
believes the dominant male figure certainly represents Shephard.
Bunker broke her own cycles with this play. She flipped the script and made May,
played by Gabrielle Bernstein, the dominant figure. May's strength is Bunker's way of
showing her own triumph in breaking the cycle of a past relationship. She creates a
dialogue between May and the ghostly father to come to terms with her relationship
with her father. Bunker is now ready for the next cycles of her own life: graduation
marriage, and a career as director. She hopes one day to work as an education director
in regional theatre. "I really like the idea of bringing theatre to the masses, not Just the
elite. I want to bring students to the theatre and theatre to the students."
Bunker said the casting was crucial to the play and that she had to adapt to the challenging role as acting coach in addition to her directing. Each actor was Bunker's first
choice and they successfully capture their roles. Bernstein switches from the bubbly
radiance of a woman moving on with her life to the shaking broken-down pits of
despair when her tormenting lover, Eddie, ignores her pleas to leave her alone. Eddie,
Shaun
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ENTERTAINMENT

Explosive 'Fool for Love' provokes thought
The
production by SU
students handles the ploy's
passions wonderfully.

The details
What: "F.ool for Love," presented
by the Syracuse University drama
department.
. When: Friday night.

By Neil Novelli ·
Contributing writer
As the audience comes into the

Where: Black Box Theater,
Syracuse Stage complex, 820 E.
Genesee St., Syracuse.

Black Box Theater, the Old Man
is sitting quietly in a rocking
chair, dressed in cowboy hat and
clothing.
· Country-western tunes accentby
slide guitar cover familiar
themes:"It's been so long, darlin' " . .. "Yes, I know I've been

Performance time: 1 hour, 25
minutes. No intermission.

worn

Attendance: 60 (capacity).

length of run: through April 30;
tickets $5 to $8; call 443-3275.

Family guide: Adult themes not
likely to interest youngsters under
high school age.

untrue.''

then the house lights dim, arid

a youngwoman in bra, panties

-_

and bathrobe cornes in f.rom her
shower, flicks on a cheap table

radio

and cavorts lithely around
rol I.
That's the opening of Sam
Shepard's "Fool for Love" in a
thoughtful and thought-provoking production created by a
group of Syracuse University
students under the direction of
Judy L. Bunker. ·
When Eddie (Shaun Kevlin)
comes in, he's boyish and abusive, a Western he-man with
spurs, leather vest, macho manmanner.
Tm back to stay," he says,
and it sounds more like threat
than reassurance.

the roomto upbeat rock 'n'

Courtesy of Syracuse University
drama department

EDDIE (SHAUN KEVLIN) and
May (Gabrielle _Bernstein) try to
talk things out in a scene from

"Fool for love."

May (Gabrielle Bernstein)
cowers in a corner, but finally
smothers Eddie in a passionate
embrace - and knees him in-the
groin.
The story that unfolds, interwoven with comments by the
Old Man (Brian Pol1ack), is of
,two half-siblings trapped in a
Jove-hate relationship.
Eddie is the one who leaves,
cheats, returns. Now , an unseen

woman is seeking him, and he's
scared enough to turn out the
room lights while she smashes

his truck's windshield.
Laura S. Brignu1l's set design

for May's dese1t motel room is
monastical1y stark- white
floor, white walls with a muted
pattern like grid lines on a map,
black metal bed and not much
else.
Bunker and her cast make subtle use of the open space, ably
projecting the play's mercurial
emotions over big distances and
small.
The play's explosive physicality is wonderfully handled. No
doubt carefully choreographed, it
always seems spontaneous. And
the passionate scenes have an
oddly touching undertone be-

cause May usµally wraps herself
around Eddie's upperbody, like
a child seeking comfort
Kevlin moves seamiessly
through Eddie's many moods,
from would-be bully to threatened and lonely child. In the
early stages, Bernstein takes tooeasy advantage of May's mood
shifts, not quite earning the hysteria. Later, though, she settles
into the character.
The pace slows too much
when each character, in Pirandellian fashion, te11s his or her version of the past. The slower pace
might be appropriate if we were
meant to identify with the characters, but Shepard is at pains not
to let us get emotionally commi ttcd to them.
Andrew DeRossett Newlin
deftly evokes laughter as Martin,
May's date, who goes though a
miserable evening of revelations
he'd rather not hear.
Pollack is too young to play
the 01d Man, but he does a relaxed, creditable job. Mostly the
Old Man is a separate fantasy
character, almost a chorus, but
when Pollack steps in to interact
with the other characters, he
opens up the realms of despair
that underlie the Old Man's complacent air.
Scott Selmeski' sound designs - car engines, horns are fine but were not loud
enough on opening night to make
their presence felt much.

sound
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ode of the West
Strong performances pump up Fool for Love's
redneck melodrama
By James MacKillop
May's aim is lower, a gentle galoot
bsession, strange to say, is the
named Martin, who makes his enname of an upscale perfume
trance by diving through the window
that drives lovers crazy. Obses- while May and Eddie are roughhoussion in the hands of playwright Sam
ing in the dark
Shepard becomes a kind of channeled
To cover Eddie's presence in the
motel, he and May conspire to tell
madness that makes both man and
woman, as the title says, a Fool for
Martin thathe's,really her cousin.
Thinking Martin would never buy it;
Love . The Syracuse University Dran tstumble into another story, that
r t m ethey
staging
epa
currently
ais D
,tment
Dram
they are brother and sister. Well, half
1983 work at Syracuse
Shep .·
brother and half-sister. This feels like
Stage' lackBox Theater.
Unlike affection, obsession contains another put-on until.Eddie admits,
conflicting emotions, embrace and reclad "By the time llearned she was iny
jection at the same time. When scantily sister, we had been foolin' around."
Further confirmation comes from a
clad May jumps on to old boyfriend
shabbily dressed old mah who's been
Eddie; for example, she wraps around
sitting in a rocker at the edge of the
him like an amorous crab, her bare feet
locking on the other side. And then she set, whittling and sipping booze. At
first he looks like a one-man chorus,
knees him in the groin.
.

O

May is one of the best women's
roles Shepard ever wrote; the author
cast a young Kim Basinger in the role
for the 1985 movie version directed by
Robert Altman. Gabrielle Bernstein's
May is consistently electrifying, but the
speedy mood swings feel unrelated to
the cues Eddie sends her. Further, the
white,trash accent fades in the stretch.
Andrew DeRosset Newlin as hapless Martin presents no sexual threat
to Eddie but brings the honesty that
helps unravel the truth. Contrasting
with him is Brian Pollock as the
seedy Old Man, a clumsily written
part that asks a performer first to be
invisible and then to be a kind of deus
ex machina. Pollock, seated near the
entrance, stays in character while the
audience files into the theater. He
holds on all through the dramatic,
tricks Shepard thought up for him,
culminating in a resonantly tawdry
soliloquy of self-justification.
David W. Bowman'.s severe lighting and Scott Selmeski's multiform
sound design make key contribution's
to the drama, especially in announcing themes and visitors and the destruction of offstage property.
The 60-seat Black Box venue
serves this fiery but intimate drama
very well, but the passage of years

Love and hate, black and blue: Shaun Kevlin and Gabrielle Bernstein in Fool for Love.
The scene opens on a stark, barren
motel near the Mojave Desert. Laura
S. Brignull's set features white-onwhite graffiti lines that run around the
walls and across the floor. The head
and footboard of the lone ,bed are surrealistically askew. As May first enters
ters, she turns on a cheap radio that
blares out a rock'n'roll beat, "Don't
Tell Me I Was Born to Be.Blue,"
which drives away the wailing country music we' d been hearing.
The blues she does not wish to suffer come from Eddie, a cowboy-hatted rodeo rider and stuntman who
shows up soon. She charges, and he
admits, that his pattern of love.for her
is smothering possessiveness followed
iowed by sudden abandonment. May
doesn't want any more of this, ,but
she can't let go of him; either.
Both may be taking other partners.
May purports to smell another
woman on his fingertips, "rich and
clean," and, sure enough, a black
Mercedes with a woman behind the
wheel pulls up outside the motel.

have been unkind to Sam Shepard the
, commenting on the action until Eddie
playwright (leaving out his less than
and May begin to talk with him,
breaking through an invisible wall.
shining film roles). Once overGradually; a key revelation is unveiled praised, the now-defunct Partisan Review
view ranked him with Eugene O'Neill
that links all the characters together.
It's easy to see why master's candi- as one of the century's two greatest
playwrights, ahead of Arthur Miller
date Judy L. Bunker chose Fool for
and Tennessee Williams. Such critical
Love for her thesis production: The
hubris slated him for revaluation.
drama calls fortwo bravura performances, and.Shepard •himself directed
Unfortunately, Shepard's alienated
and appeared in different productions. characters and tough vernacular, once
Indeed, the love/hate dance takes
seemingly hard-edged and bracing,
May and Eddie over every square foot
now come across as abrasive and
of the Black Box space. Their skillfully contrived. Worse, a decade of Maury,
choreographed sparring and wrestling
Montel and company has taken the
look spontaneous and probably left
shock out of redneck incest and
both players with black and blue marks. turned it into something approaching
a groaner. Only yivid performances
Even more demanding are rapid-fire
like the ones seen in this production
shifts in tone, from love to spite, where
we see the two main characters in sucof Fool for Love can take Shepard
D
back to his earlier promise.
cessively contrasting lights.
Shaun Kevlin's Eddie is alternately a macho adventurer, a tough aggressor This production runs through April
30. See Times Table for information.
gressor and later a vulnerable whelp
of a boy. Always convincing, he readily
of
implies unspoken motives that lie
,
heneath the words.

